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“HIS MASTER'S VOICE” 


LOIS MARSHALL 


with the LONDON SYMPHONY ORCHESTRA 
conducted by ANTHONY BERNARD. Organ: Hubert Dawkes 
Airs from famous Oratorios 
Farewell, ye limpid springs and floods—*‘Jephtha’’—Handel 
Bless’d the day; With thee th’unsheltered moor I'd tread 
—‘‘Solomon’’—Handel 


O how pleasing to the senses—‘‘The Seasons’’—Haydn 
MMU, So shall the lute and harp—‘‘Judas Maccabaeus’’—Handel 
LOIS MARSHALL IS APPEARING AT THE ROYAL ALBERT HALL ON SEPT. 10th 7 


] Let the bright seraphim—‘‘Samson’’ Handel 
With verdure clad—‘*The Creation’’—Haydn 
Hear ye, Israel—‘‘Elijah’’— Mendelssohn 
CLP1127 


GYORGY CZIFFRA IS APPEARING AT THE ROYAL FESTIVAL HALL ON SEPT, 21st 


GYORGY CZIFFRA 


Winner of the Franz Liszt Prize, 1955 
with the PARIS CONSERVATOIRE ORCHESTRA 
conducted by PIERRE DERVAUX 


Piano Concerto No. 1— Liszt 
Hungarian Fantasia— Liszt 


ALP1455 
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N.B.C. SYMPHONY ORCHESTRA 
Symphony No. 3 in E flat (“Rhenish”) — Schumann 
BLP1093 


Symphony No. 3g in E flat, K.543 — Mozart 
Divertimento No. 15 in B flat, K.287 — Mozart 


ALP 1492 


with FRANK MILLER (’Cello) - CARLTON COOLEY (Viola) 
DANIEL GUILET (Violin) 


“Don Quixote ” — Richard Strauss 
ALP1493 








Richard Strauss Songs 


Traum durch die Dammerung ; Standchen ; Morgen ; 
Wozu noch, Madchen ; Freundliche Vision ; O warst du mein ; 
All mein Gedanken ; Befreit ; Herr Lenz; Die Nacht ; 
Ach, weh mir ungliickhaftem Mann ; Heimliche Aufforderung ; Nachtgang; 


Ich liebe dich ; Ruhe, meine Seele ; Zueignung 
ALP1487 
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ROYAL PHILHARMONIC ORCHESTRA 


Tone Poem “ The Oceanides ” — Sibelius 
Symphony No.7 in C — Sibelius B. CCM Oh 


“ Pelleas and Melisande ” — Incidental Music — Sibelius 


ALP1480 


VIENNA PHILHARMONIC ORCHESTRA 


Serenade in G “ Eine kleine Nachtmusik ”, K.525 — Mozart 


Symphony No. 4o in G minor, K.550 — Mozart 


Overture “Anacreon ” — Cherubini 


ALP1498 


8-11 Great Castle Street London 


Supplement 3 
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SIR ADRIAN BOULT 
LONDON PHILHARMONIC ORCHESTRA 
Pomp and Circumstance 
Marches No. 1 and No. 2 
7EB6026 


SIR JOHN BARBIROLLI 


MILIZA KORJUS THE HALLE ORCHESTRA 
Overture ‘“The Wasps” — Vaughan Williams 


THE BERLIN STATE OPERA ORCHESTRA : - eine 
Seite detente j CAN HAMMOND Fantasia on ‘‘Greensleeves”— Vaughan Williams 
7ER5082 


I] Barbiere di Siviglia, Rigoletto, THE PHILHARMONIA ORCHESTRA 
and Lucia di Lammermoor conducted by GLAUCO CURIEL 
JEP7044— AIDA: Ritorna vincitor! L’insana parola; BASIL CAMERON 
Qui Radamés verra! Oh patria mia 


BENIAMINO GIGLI 7ERSOS3 LONDON PHILHARMONIC ORCHESTRA 
Operatic Arias from Galanta Dances — Koddly 
7EP7045 


La Bohéme, Tosca, Faust and Rigoletto 
7ERSO8! 


Vill) EPs 


NODDY STORIES 
told by ENID BLYTON 
Noddy meets Big Ears; 
i On the Toyland Train; 
Noddy and Big Ears 
go Shopping; 
Noddy builds his 
House 
7EG8260 


“HIS MASTER'S VOICE” 


7’ 45 R.P.M. EXTENDED PLAY RECORDS cee eae 


“HIS MASTER'S VOICE” 
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“bulges”. These tend in effect to post- 

ne the accent, and there are passages 
where the first violin appears to be syn- 
copating a quaver behind the others ; for 
instance, in the repetitions of the main tune. 
But generally speaking the ensemble, 
attack, and technical proficiency of this 
quartet are beyond praise; and, slow 
movement apart, so is their grasp of the 
music. 

The quality, as usual, suffers from a little 
too much resonance for my taste. R.F. 


HANDEL. Violin Sonata No. 
D major. 

PROKOFIEV. Violin Sonata in D 
major, Op. 94 bis. 

VITALI. Chaconne. Nathan Milstein 
(violin), Artur Balsam (piano). 
Capitol P8315 (12 in., 41s. 84d.). 


Prokofiev Sonata : 
Ricci, Bussotti 
Oistrakh, Yampolsky 


4 in 


(10/53) LXT2818 
(4/56) 383CX1342 


This pleasant recital of pieces, ancient 
and modern, shows up Milstein in an 
unusual light. The works he has chosen are 
by no means unfamiliar, and they provide 
the listener with an adequately contrasted 
programme. There is. nevertheless an 
undue emphasis on technique and a 
corresponding failure to grasp the essential 
stylistic features of the Handel and Prokofiev 
sonatas. The Vitali Chaconne has been so 
transmogrified by Charlier and others that 
Milstein can’t do much more to it except 
play the piece superbly, and this he does. 
The fiendishly difficult passages, where 
chains of descending thirds are followed 
immediately by a scarcely predictable leap 
in octaves, are thrown off without a tremor 
by Milstein, whereas Vitali would have 
probably dropped down dead at the mere 
sight of them. 

The Handel D major sonata is just made 
into a violinist’s vehicle: well played, as 
such, but the chamber-music feeling is not 
there, and the notes are all played exactly 
as printed. This rather spoils the first and 
third movements, though the quicker ones 
come off pretty well. 

Prokofiev’s sonata is a teaser: originally 
a flute piece, it presents the problem of how 
much flute is to be brought into the arrange- 
ment for violin. Oistrakh, in my opinion, 
preserves quite a lot of fluty sounds, 
whereas Ricci and Milstein think of the 
work as a violin piece and nothing more. 
Oistrakh, as is well known, advised Prokofiev 
on the actual arrangement, so his version 
ought to be authentic. He certainly plays 
with more variety of tone than Milstein, 
and Yampolsky is slightly the better pianist : 
Balsam always sounds to me far too reticent. 
The way in which he and Milstein handle 
the romantic little triplet figures in the 
third movement is a case in point—they 
simply throw them away, whereas for the 
Russians they have, apparently, some very 
special meaning. Still, the coupling of this 
new Capitol disc may appeal to many lovers 
of violin music, and if they choose it they 
will have three brilliant performances, 
sensitively recorded, not quite perfect 
stylistically, but nevertheless — 

D.S. 
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HAYDN. Quartet No. 81 in G major, 
Op. 77; No. 1. 

MOZART. Quartet No. 17 in B flat 
major, K.458, “ Hunt’. Amadeus 
String Quartet. H.M.V. ALP1488 
(12 in., 41s. 84d.). 
Haydn: 

Italian Qt. 
Mozart : 

Kroll Qt. 

Griller Qt. 

Amadeus Qt. 


Loewenguth Qt. 
Italian Ot. 


(9/54) LXT2811 
(4/52) ALX86 


(9/56) 33CX1367 
Haydn Qt. (11/56) CLPC14 


This is unquestionably the best version of 
Mozart’s B flat quartet. It will be observed 
that the Amadeus have already recorded 
this work for Nixa, but the result was so 
over-resonant as to have been scarcely 
endurable. H.M.V. have recorded them 
as they deserve. The playing is polished 
and sensitive. The Haydn quartet on the 
back is one that he wrote right at the end 
of his career as a composer ; it is in fact 
contemporary with Beethoven’s Op. 18 set. 
Though less familiar to the listener than 
the Mozart, it seems to me quite as 
attractive a work. It is also, I suspect, less 
familiar to the Amadeus Quartet, who do 
not play it with quite the understanding that 
they bring to the Mozart. The Italian 
Quartet are much more reverent about the 
sublime slow movement, and more sparkling 
about the finale, though their performance is 
a little marred by variations in the tempo. 
The so-called ‘“‘ Menuetto” presents a 
problem to which there seems no ideal 
solution. It is marked ‘* Presto ’’, and is in 
effect a scherzo and not a minuet at all. 
The main ‘section is full of quavers, which 
limit the speed at which the piece can be 
played, while the trio section moves almost 
entirely in crotchets and could easily be 
played a good deal faster. Indeed it is so 
played by the Amadeus Quartet. But can 
Haydn have intended the tempo to change ? 
On the other hand, if the trio is played at 
the same speed as the minuet (as it is by the 
Italians), it sounds slow and a bit dull. 
Though there is little in it, I am inclined 
to prefer the Italian Quartet on the whole 
in this Haydn work, but that does not 
prevent the Amadeus performance from 
being a good one. This new record 
much to recommend it. R.F. 


MOZART. Flute Concerto No. 1 in 
G major, K.313. Gastone Tassinari 
(flute), Camerata Academica of the 
Salzburg Mozarteum conducted by 
Bernhard Paumgartner. Diverti- 
mento in D major, K.136. Diverti- 
mento in B flat major, K.137. 
Munich Chamber Orchestra con- 
ducted by Christoph Stepp. D.G.G. 
DGM18319 (12 in., 41s. 84d.). 

Flute Concerto : 
Glass, S. German Chmbr., Reinhardt 


(4/54) LGX66019 
Wanusek, V.P.M., Swarowsky (5/54) PL8130 
Marseau, Lamoureux, Golds 


t 
(10/54) L89001 

Barwahser, V.S.O., Pritchard (7/55) ABL3059 
Divertimenti : . 


Munich Pro Arte Chamber, Redel 
S.C.0O., Muenchinger (K.136 only) papeneat 
nani 10/51) LX8061 
Tassinari does not give the impression of 
being the most confident of soloists. He is, 
however, a musicianly one ; if some of the 
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more agile passages do seem to be stretching 
his facility towards its limit, some of the 
more poetic ones are nicely turned. Phrases 
are sometimes nicely turned by the wind of 
the Salzburg orchestra, too; seldom, 
however, by the strings, who sound 
despondent. 

Paumgartner, actually, does take some- 
thing of a despondent view of the work in 
any case, allowing the first movement to 
drag a little, and the slow movement, in 
places, a lot. He does, though, allow the 
wind to score an orchestral point in having 
the oboes continue with their disputed part 
in the slow movement, instead of being 
comparatively ineffectively replaced by 
flutes. 

The Mozart Divertimenti—two of the 
early group sometimes known as the 
Salzburg Symphonies—are written for 
strings only (perhaps, indeed, for solo string 
quartet only). Fortunately the Munich 
orchestra, to whom they are allotted, do 
play with considerable point and finish ; as 
they are also quite well recorded, this is a 
desirable version of the two pieces. Only 
in the case of the D major Divertimento can 
it, I think, be bettered ; new pressings of 
Decca LX3061 reveal an equally good 
quality of recording for the Stuttgart 
Chamber Orchestra’s excellent perform- 
ance under Karl Miinchinger—a perform- 
ance helped along by a singularly successful 
stroke of imagination in electing to take the 
phrase opening the finale pizzicato in each 
of its appearances. On the reverse of this 
ten-inch disc the same players give the 
Mozart Eine Kleine Nachtmusik. 

In the case of the Flute Concerto the new 
D.G.G. version ranks quite highly in the 
above list ; not highly enough, however, I 
would suggest, to displace Philips ABL3059 
—a first-class record on which Hubert 
Barwahser, of the Amsterdam Concertge- 
bouw orchestra, plays both Mozart flute 
concertos most beautifully. M.M. 


SCHUBERT String Quartet No. 14 
in D minor, Op. Posth. (D.810), 
“ Death and the Maiden”. Holly- 
wood String Quartet. Capitol P8359 
(12 in., 41s. 84d.). 
Hungarian Qt. 
Amadeus Qt. 
Vienna Phil. Qt. (4/54) LGX66016 
Barchet Qt. (6/55) PL8810 


Armenian Qt. (11/55) 38CX1284 
Koeckert Qt. (11/55) DGM18043 


An extreme clarity makes this new version 
of the Death and the Maiden quartet a most 
attractive one. 

To this clarity both performance and 
recording contribute. The playing is 
exceptionally clean, with uncannily g 
intonation in even the more unlikely 
passages. Particular attention appears to 
have been given, too, to internal balance ; 
throughout the subsidiary parts, whoever 
may be playing them, keep the tune steadily 
in view. 

A similarly good balance should, of 
course, be one of the first cares of any good 
quartet-playing, and so it usually is; but 
on records the players’ efforts in this 
direction can only too easily be nullified 
by bad studio balance. Here they are not ; 
and in almost every other respect also os 


(4/53) (N)CLP1152 
4) ALP1088 
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recording is a good one. It stresses, as I have 
suggested, clarity, and this is helped by an 
acoustic on the dry side—Il had some small 
difliculty in getting enough middle to the 
general tone. But of distortion there is none 
whatever in the body of the music ; it is 
limited to one initial pre-echo and one final 
post-echo. 

There are many happy touches in the 
playing, which is quite stylish enough to 
merit comparison with the best from the 
existing list. This reveals that an occasional 
moment of poetry may sometimes be more 
convincingly handled by the Amadeus 
Quartet; but this happens infrequently, 
and their H.M.V. disc, though indeed a 
recommendable one, has not quite all the 
technical virtues illuminating the new issue. 
Also recommendable is the clear sound of the 
Columbia version; but the Armenian 
Quartet do give a slightly less satisfying 
performance than either the Amadeus or 
the Hollywood Quartets. Between these 
two latter teams a final choice should, I 
think, lie. M.M. 


TELEMANN. Partita No. 2 in G major. 
Ferdinand Conrad (recorder), 
Johannes Koch (tenor gamba), Carl 
Gorvin (harpsichord). D.G.G. Archive 
EPA37119 (7 in., 16s. 84d.). 

Dolmetsch, Sa. by (0/54) LXT29438 
Already an effective curtain-raiser in Carl 

Dolmetsch’s third recorder recital, this 

Telemann partita now turns up in EP 

format, with a German team, of which two 

members are new to me. Conrad has a pure, 
almost brilliant tone, a shade less shrill than 

Dolmetsch, though they apparently use the 

same make of instrument. Dolmetsch, 

however, is clearly the more expert of the 
two in matters of ornamentation and 
dynamics. His echo effect in the opening 
bars of the Siciliana is beautifully handled, 
whereas Conrad gives much less contrast. 

The Archive disc is in one sense more 
correct than the Decca recital. for it has the 
added support of a gamba. But the marks, 
gained for this, are immediately lost because 
of an unsatisfactory balance between the 
three instruments. The gamba is far too 
prominent, and the harpsichord too reticent, 
so that the total effect—for the greater part 

of this work—is of a top, a bottom, and a 

tertium quid, which can occasionally be made 

out to be a harpsichord. If you must have 
this partita on its own, you will not be dis- 
appointed by the playing of Conrad and his 

colleagues ; but the Decca disc gives a 

better all-round performance, besides throw- 

ing in a complete recital for the extra 

twenty-five shillings. D.S. 


WOLF. Italian Serenade. Koeckert 
Quartet. Denk es, o Seele (Maérike). 
Nimmersatte Liebe  (M6rike). 
Irmgard Seefried (soprano), Erik 
Werba (piano). D.G.G. EPL30010 
(7 in., 16s. 84d.). 

This is a delightful little disc. The two 
Morike songs are well contrasted and Denk 
es, o Seele (O soul, consider) has not before 
been issued on LP. The soul is bidden to 
contemplate a little fir tree, a rose bush 
already chosen to adorn its grave, and two 
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small black horses that will draw its body 
to that resting place. This gloomy fancy is 
clothed in lovely and delicate music without 
morbidity and with a hint of tragedy only 
in the last vocal phrases. It is beautifully 
sung and played by the artists concerned. 
Nimmersatie Liebe (Insatiable love) speaks 
of a love that no kisses can satisfy and passes 
(in the middle section) into anguished 
strains. Then, at the reprise, it breaks out, 
as Wolf remarked, “into a regular student’s 
song. It goes deuced merrily”. ‘ Even 
Solomon, in all his wisdom, experienced all 
this *’, the poem ends. 

Miss Secfried captures the changing 
moods of the song very successfully and 
touches off the humorous end perfectly. No 
wonder Wolf wrote to a friend, on com- 
pleting the song, “‘ Dear fellow, when you 
hear it the Devil will take you with 
pleasure ’. I am also taken with pleasure, 
not only with the performances of these 
two songs, but with the excellent balance 
and recording. The Koeckert Quartet 
complete that pleasure with a lively and 
altogether excellent performance of the 
Italian Serenade, which also is very well 
recorded. A.R. 


INSTRUMENTAL 


BACH. Suite No. 3 for Lute in G minor, 
BWV995. Walter Gerwig (lute). 
D.G.G. Archive AP13022 (10 in., 
30s. 11d.). 

Bach’s lute music seems to be a very much 
neglected part of his output. The half-dozen 
or so books about Bach, on my shelves, do 
not even mention it, though their authors 
are highly respected Bach scholars. There 
are, however, two books in German on 
Bach’s lute music for those who want to 
study it in detail. There are extant four 
suites, two preludes and two fugues, besides 
evidence that Bach himself played the lute 
and knew some of the greatest lutenists of 
the day. 

The suite recorded here by Walter 
Gerwig is virtually the same as the fifth 
unaccompanied sonata for ’cello. Gerwig 
plays the piece as if no technical difficulties 
existed at all, and his phrasing (though a 
little mechanical) is on the whole very good. 
The acoustic is sympathetic, and reproduces 
not only the lute’s characteristic sonority 
and resonance, but also its slight ‘* noises 
off’ caused by the player’s fingers sliding 
along the strings. In this way one feels the 
real presence of the player. Bach-lovers who 
are ignorant of these suites would do well 
to invest in this excellent recording. D.S. 


BACH. English Suites. No. 3 in G minor, 
BWV‘808: No. 4 in F major, BWV809. 
Ralph Kirkpatrick (harpsichord). 
D.G.G. Archive APM14073 (12 in., 
41s. 84d.). 
Complete recording : 

rowski . (11/54) PL7852/1-2 
The same virtues that I mentioned in 

May in Kirkpatrick’s recording of the first 

two English Suites are in evidence in this 

continuation of the set—clean, vital per- 
formances with admirable rhythmic sense 
and control (there is some conspicuously 

fine vigorous playing in the Prelude to No. 3), 
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and good recorded quality. There are, 
however, a good many more changes of 
tone-colour here, which a little detract from 
the impression of authenticity, especially 
when the sixteen-foot is used to excess (as in 
the Prelude to No. 4) or movements are over- 
registered (like the Sarabande in No. 3—even 
the Alinuets of No. 4 are a bit fidgety). A 
remark in my review of Nos. 1 and 2 about 
faulty part-playing may here be expanded, 
citing the Allemande of No. 3 as an example: 
Mr. Kirkpatrick’s failing is, in detail, that 
he is so anxious to secure a true legato that 
he holds notes too long, so that they overlap 
their successors and thus confuse the melodic 
line. Nevertheless, the musicality of his 
performances in general will rightly find 
many admirers. L.S. 


BEETHOVEN. Piano Sonatas : No. | 
in F minor, Op. 2, No. 1; No. 2 in 
A major, Op. 2, No. 2. Wilhelm 
Kempff (piano). D.G.G. DGM18105 
(12 in., 41s. 84d.). 
Cou pled as above : 


Gulda (10/54) LX T2958 
Sonata No.1: 

Backhaus (5/54) LXT2902 
Sonata No.2: 

Backhaus (6/54) LX T2920 

Casadesus (5/56) ABK4046 


If anyone in a lecture wished to demon- 
strate how firmly Beethoven’s early works 
are rooted in the eighteenth century, then 
Kempff’s performance of the F minor 
Sonata would suit him admirably. The 
pianist’s reading is neat, a little dry, and 
takes little account of the stormy pro- 
gressions and relatively impassioned piano 
writing. Personally, I find it rather under- 
vitalised, particularly in the final Prestissimo; 
but some may think it very attractive. 
Backhaus played down the youthful exuber- 
ance of the sonata in rather the same way ; 
Gulda is tame and dull, though very tidy. 

By any reckoning, Kempff’s A major is 
much more successful, and delightful in 
this bright-eyed performance. There is an 
alternation of lithe freshness and a more 
thoughtful poetic mood in the first move- 
ment. The Largo is grave and consoling, 
the Scherzo and Finale are clear and pretty. 
Backhaus, however, after a heavy-handed 
first movement, is even more taking in the 
later ones, and receives an even more direct 
sort of recording. His version is coupled 
with a fine Op. 22. But if it is the first two 
sonatas you are looking for, then the new 
D.G.G. is at any rate a safe recommenda- 
tion. : A.P. 





The Story of Woburn 

Readers living in and around London 
have until September 21st to witness ‘‘ The 
Story of Woburn Abbey ”’, a spectacle of 
light and sound inspired by the French 
Spectacles de Son et de Lumiére. Apart from 
the magnificent spectacle itself. visitors will 
be interested to note the excellence of the 
amplification and line source loudspeakers 
as provided by Pamphonic Reproducers 
Ltd. which handle, in addition to the sound 
commentary, the music as provided by 
*“H.M.V.”, Columbia and Decca recordings. 
The lighting for the entire display is provided 
by the Atlas Lighting Division of Thorn 
Electrical Industries Ltd. 
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I Can Hear It Now 
WINSTON CHURCHILL 


Speeches edited by E. R. Murrow and 
F..W. Fri y 
Narration by Edward R. Murrow 


Symphony No. 4in C Major 
ienna Symphony Orchestra 
conducted by RUDOLF MORALT 


uartet No. 8 in E Minor, Op. 59, No. 2 
' oumovsky’ 
The Budapest String Quartet 


agg Concerto No. 2 in B Flat Major, 
Piano Concerto No. 4in G Major, Op. 58 
RUDOLF SERKIN (Piano) ' 

The Philadelphia Orchestra 

conducted by EUGENE ORMANDY 


Frauenliebe und Leben, Op. 42 
Dichterliebe, Op. 48 

LOTTE LEHMANN (Soprano) 
BRUNO WALTER (Piano) 


Symphonie Espagnole in D Minor, Op. 21 


Violin Concerto No. 1 in G Minor, Op. 26 


( ) 
hiladelphia Orchestra 
conducted by EUGENE ORMANDY 


The Bartered Bride 
Soloists, Chorus and Orchestra of 
The Slovenian National Opera (Ljubljana) 
conducted by DIMITRI -GEBRE 
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HAYDN 


Symphony No. 93 in D Major 
Symphony No. 94 in G Major 


ep ieee 
The Royal Philharmonic Orchestra 
conducted by SIR THOMAS BEECHAM, BART. 





JOHANN STRAUSS (JR.) 


Emperor Waltz, Op. 437 
Overture—Die Fledermaus 

Vienna Blood, Op. 

Tales from the Vienna Woods, Op. 325 
Overture—The Gypsy Baron 

Blue Danube Waltz, Op. 314 

The Columbia Symphony Orchestra 
conducted by BRUNO WALTER 


SCHUBERT 


Violin Sonata in A Major, D.574 
Violin Sonatina in D Major, D.834 
ARTHUR GRUMIAUX (Violin) 
RICCARDO CASTAGNONE (Piano) 


DVORAK 

Slavonic Dances, Op. 46 
No. 1 in C Major 

No. 2 in E Minor 

No. 3in A Flat 

No. 8 in G Minor 
Slavonic Dances, Op. 72 
No. 9 in B Major 

No. 10 in E Minor 

No. 11 in F Major 

No. 15 in C Major 

The Cleveland Orchestra 
conducted by GEORGE SZELL 





MOZART 
Overture—The Magic Flute, K.620 
Overture—Cosi Fan Tutte, K.588 
Overture—The Impresario, K.486 
The Columbia Symphony Orchestra 
conducted by BRUNO WALTER 


PERCY GRAINGER 


Country Gardens 

Mock Morris 

Shepherd’s Hey 

Irish Tune from County Derry 
(Londonderry Air) 

Molly on the Shore 

The Rochester ‘‘Pops’’ 
conducted by MORTON GOULD 


Hebridean Songs, Vol. 1 


Eriskay Love Lilt* 

Maire’s Weddingt 

To People Who Have Gardenst 
Song of the Seals* 

Island Shieling Song* 

FATHER SYDNEY MacEWAN 

MARIA KORCHINSKA (Harp)* 
PHILIP GREEN and his Orchestrat 


LONG-PLAYING RECORDS 





Philips Electrical Limited, Gramophone Records Division, Stanhope House, Stanhope Place, London, W.2. ‘ 
Philips are worid-renowned makers of Radiograms. Record Players and Record Playing Equipment incorporating the world-famous ‘Featherweight’ Pick-up. 
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LOTTE LEHMANN soprano BRUNO WALTER piano 


SCHUMANN = 
Frauenliebe und Leben, Op. 42 
Dichterliebe, Op. 48 
ABL 3166 











AVAILABLE 
DURING SEPTEMBER 


Following the highly successful recording of Prokofiev’s 
Love of Three Oranges by the Slovenian National Opera (Ljubljana) 
Philips are proud to present a superb performance of 


SMETANA‘’'S 
The Bartered Bride by the same company 
ABL 3179/81 





NOW AVAILABLE ot DEBUSSY 


Piano Music—Vol. 1 

Preludes—Book 1. 

En blanc et noir (For Two Pianos) 

Six Epigraphs Antiques (For Piano, Four Hands) 





aS ROBERT & GABY CASADESUS 
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DVORAK a 
Slavonic Dances, Op. 46 =“ 
No. 1 in C Major Ps. 
@ scumipt No. 2 in E Minor e 
No. 3 in A Flat = 
Symphony No. 4in C Major “0 
The Vienna Symphony Orchestra No. 8 in G Minor 2 
conducted by Slavonic Dances, Op. 72 x 
RUDOLF MORALT No. 9 in B Major oy 
ABL 3146 No. 10 in E Minor ‘vs 
No. 11 in F Major 
No. 15 in C Major vee, 
The Cleveland Orchestra Oy 
conducted by GEORGE SZELL re 
SBR 6232 ioe 
BEETHOVEN = os 
Piano Concerto No. 2 in ve 
B Flat Major, Op. 19 ‘ee 
Piano Concerto No. 4in JOHANN STRAUSS (JR.) ae 
G Major, Op. 58 Emperor Waltz, Op. 437 ms 
RUDOLF SERKIN, Piano Overture—Die Fledermaus , 
The Philadelphia Orchestra Vienna Blood, Op. 354 rcs 
conducted by Tales from the Vienna Woods, Op. 325 weet 
oe See Overture—The Gypsy Baron seats 
ABL 3164 Blue Danube Waltz, Op. 314 aay 
The Columbia Symphony Orchestra Ly, 
conducted by BRUNO WALTER re 
NBL 5043 cael 
@ LALO, BRUCH es 
Symphonie Espagnole in Sys 
D Minor, Op. 21 rarenete 
Violin Concerto No. lin MOZART ay 
G Minor, Op. 26 Overture—The Magic Flute, K.620 eee 
ISAAC STERN, Violin Overture—Cosi Fan Tutte, K.588 SOOO 
The Philadelphia Orchestra Overture—The Impresario, K.486 sens 
conducted by The Columbia Symphony Orchestra oan 
EUGENE ORMANDY conducted by BRUNO WALTER OLY 
ABL 3168 ABE 10013 “cb 
LONG-PLAYING RECORDS a 
“te 
.) Philips Electrical Limited, Gramophone Records Division, Stanhope House, Stanhope Place, Londen, W.2. ws 
Philips are world-renowned makers of Radiograms, Record Players and Record Playing Wy 
Equipment incorporating the world-famous ‘Featherweight’ Pick-up. Rare 
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Quartet No. 8 in E Minor, 


Op. 59, No. 2 A 

66 ry) sates 

BEETHOVEN Rasoumovsky” aly le. 
THE BUDAPEST o> 



















STRING QUARTET 
ABR 4061 


ARIAL ER Be, “ 


Violin Sonata in A Major, D.574 
Violin Sonatina in D Major 
D.384 
SCHUBERT ARTHUR GRUMIAUX oe 
(Violin) 
RICCARDO CASTAGNONE 
(Piano) 
SBR 6230 
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Quartet No. 13 in B Flat Major, 






Quartet No. 11 in F Major, Op. 95 , | 
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STRING QUARTET — 
ABL 3165 Theme 


yO a ee 
fod, z 

ca 

we ” 


We 
a 


7 


% 
YL 


“T Can Hear It Now”’ 
WINSTON CHURCHILL 

Speeches edited by E. R. Murrow and F. W. Friendly ab 
Narration by Edward R. Murrow 
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Country Gardens 

Mock Morris 

Shepherd’s Hey 

Irish Tune from County Derry (Londonderry Air) 
Molly on the Shore 

THE ROCHESTER ‘“‘POPS”’ 

CONDUCTED BY MORTON GOULD 

NBE 11054 


PERCY GRAINGER => 


Hebridean Songs, Vol. 1 
Eriskay Love Lilt* 

Maire’s Weddingt 

To People Who Have Gardenst 
Song of the Seals* 

Island Shieling Song* 
FATHER SYDNEY MacEWAN 


PHILIP GREEN AND HIS ORCHESTRATt 








NBE 11056 
: ht a? —— e 
<a UPHI Psi 
_PROURITE “MUSIC SERIES PHILIPS 


FAVOURITE MUSIC SERIES 
i2in. SBL 33/8id. each 








On your nett visit to your regular record dealer, look out for 

this distinctive and colourful counter display stand featuring 

the beautiful sleeves of these wonderful new recordings. 
Remember—wherever you see this stand, Philips Favourite Music. 








Philips Electrical Limited, Gramophone Records Division, Stanhope House, Stanhope Place, London, W.2. 








Philips are world-renowned makers of Radiograms, Record Players and Record Playing 
Equipment incorporating the world-famous ‘Featherweight’ Pick-up. 


MARIA KORCHINSKA (Harp)* we 







: MITT TU TI LALLA aS ER 








40 Advert The GRAMOPHONE September, 1957 


** Vivace’’... with life...so vital toa musical 
performance. An ordinary record played on 
the Super Black Box becomes a thrilling 
musical experience ... springing to life with 
all the feeling and beauty of the original 
performance. The Super Black Box gives 
a standard of performance unequalled by 
any other table record player (for the 
technical this means only 0.5% distortion at 
8 watts output). Ask your Pye dealer for 
a demonstration. 















































* 3-speaker system, 
including the amazing 
‘Infinite Throat’ 
Electrostatic Speaker 
which spans the 
full width of the cab- 
inet * 4-position noise 
filter * ‘Loudness’ 
control for balanced 
sound * push-button 
controls * facilities 
for radio tuner 
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4-speed record player for auto- 
matic or manual operation. In 
gay Contemporary or Traditional 


mahogany-veneered cabinets. G 
A.C. Mains. 59 gns. tax paid g U p> - 


With Electrostatic Speaker 


This superb instrument is an impressive 
addition to the famous Pye “‘Black Bor 

range of high fidelity record putemeone. 
For full details l in and post this 
coupon to, to P PYE LTD., HI FI DIVISION, 








Name 


ae te | 





add 











i. 


PYE LIMITED OF CAMBRIDGE [hy a= as oe me me me 





September, 1957 


BEETHOVEN. Piano Sonatas. No. 31 
in A flat major, Op. 110; No. 32 in 
C minor, Op. 111. Bela Siki (piano). 
Columbia 33CX1185 (12 in., 41s. 84d.). 


Coupled as above : 
Backhaus (10/54) LXT2939 
Kempff (9/56) DGM18045 
Wuebrer (6/57) PL9900 
Sonata No. 313 
Hess (11/54) ALP1169 
Gieseking (11/56) 38CX1374 
Sonata No. 32 
Solomon ey, ALP1160 
Katchen (6/56) LXT5187 


Bela Siki is a sensitive, careful and tasteful 
pianist, and his performances of the last two 
sonatas command respect, if not particularly 
enthusiastic admiration. He has obviously 
considered well; but his imagination, I 
feel, sparks at low voltage. The first move- 
ment of the A flat has little rhythmic 
impulse. The Allegro molto holds no hint 
of recklessness ; the Arioso dolente sounds 
curiously like a transcription of an operatic 
aria, voice line over a very simple accom- 
paniment (which, basically, it is—but how 
much more besides !). 

The finest playing of all comes in 
Variation 4 of the Arietta in the last sonata. 
Siki’s treatment of the high ethereal treble 
line and the mysteriously eloquent left-hand 
line is magical. Reaction to performances 
of this work are bound to be even more 
personal than usual: I find that I admire 
the delicate playing, but am not filled with a 
sense of wonder and serene joy. I wrote 
about the other performances of these 
sonatas so recently that I need hardly do so 
again; but should perhaps point out that 
the Wihrer record of Op. 110 and 111 
also includes Op. 109. A.P. 


CHOPIN. Etudes, Op. 25. Ballade 
No. 1 in C minor, Op. 23. Geza 
Anda (piano). Columbia 33CX1459 
(12 in., 41s. 84d.). 


Complete : 
Cherkassky (2/56) ALP1310-1 
Arrau (6/57) 33CX1443-4 
Op. 25 only : 
Goldsand (9/52) (N)CLP1133 
Novaes (7/53) PL7560 


It seems odd that Columbia should choose 
to bring out another version of Chopin’s 
second set of studies only three months after 
they gave us Arrau’s, but I don’t think that 
there can be much doubt that this one is 
the better. Whereas Arrau took a virtuosic, 
domineering line with these pieces, often 
obscuring their subtleties in a welter of 
brilliant piano-playing, Anda is gentler, 
more feline. His performance is full of 
carefully judged graduations of tone and 
dynamics, and he never seems to miss one 
of the counter-melodies that Chopin has a 
habit of slipping in unobtrusively, even in 
the middle of the most strenuous figuration. 
At times I think it could be objected against 
Anda’s performance that it is too restrained, 
perhaps too feminine; for example, the 
seventh of these studies, the one in C sharp 
minor with the melody at first in the left 
hand, is taken very ruminatively, and the 
frequent rallentandi keep suggesting that the 
music is coming to a premature end. This 
same lack of impetus is noticeable in the 
twelfth study (the arpeggio one), and in the 
tenth, where it is due to a rather slow initial 
tempo, which Anda later tries to hurry ; 
it is also a possible criticism of the ballade. 
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But one can justify this approach on the 
grounds that it gives the music a kind of 
improvisatorial quality, and in any case it 
is the only questionable feature of a deeply 
poetic conception of the music. Particularly 
noteworthy is the sotto voce effect that Anda 
gets where Chopin asks for it in the sixth 
(G sharp) and tenth (B minor) studies ; to 
keep an evenly matched tone at this 
incredibly low dynamic level argues phen- 
omenal technique (as well as a first-rate 
instrument). Of course it’s too much to 
expect that one should find any single 
performance of these twelve pieces totally 
convincing, but of the available recordings 
this is the one that seems to me to come the 
nearest to it. It’s true that Robert Goldsand’s 
performance has an individuality about it 
that I find most attractive—each | piece 
seems to have been freshly thought out— 
but the recorded piano tone of the new 
disc is naturally better. Cherkassky’s 
reading seems by comparison superficial, 
Arrau’s coarse. In fact this is a most 
enjoyable disc, and I eagerly await the 
appearance of Anda’s record of the Op. 10 
set. J.N. 


CHOPIN. Mazurkas : No. 2 in C sharp 
minor, Op. 6, No. 2; No. 41 in C sharp 
minor, Op. 63, No. 3; No. 45 in 
A minor, Op. 67, No. 4; No. 47 in 
A minor, Op. 68, No. 2; No. 13 in 
F major, Op. 17, No. 4; No. 23 in 
D major, Op. 33, No. 2. Ballades : 
No. 1 in G minor, Op. 23; No. 4 in 
F minor, Op. 52. Andante spianato 
and Grand Polonaise, Op. 22. 
Halina Czerny St f: ska (piano). 
DGG19083 (12 in., 41s. 84d.). 

Most of the Mazurkas seem to be 
paired rather oddly by key, as if on the 
Scarlatti sonata theory. In the repetition 
of key involved might possibly lie a risk of 
monotony ; but nowhere else, for Miss 
Stefanska gives an extraordinarily poetic 
performance of these dances. The rhythmic 
impulse, too, though highly wayward, never 
fails in effect. At times it is so wayward 
that, listening, I was formulating a com- 
plaint that some passages appeared to be 
played in 2/4 instead of in 3/4 time (the 
three even crotchets of the score material- 
ising to the ear as quaver, crotchet, quaver) 
when I remembered that this was precisely 
the complaint Meyerbeer once made angrily 
about Chopin’s own performance of the 
mazurkas ; so mentally I hastily withdrew 
and now merely record the phenomenon 
without adverse comment ! 

I would record, too, an opinion that very 
few performances indeed of the Mazurkas 
could be expected to give as much extreme 
pleasure as these ; for, in addition to being 
superlatively played, they are also super- 
latively recorded, with a piano tone amongst 
the very best to be had. 

A happy arrangement of. the music on the 
disc, allowing each side to form a satisfactory 
unit of listening on its own, it secured by 
following, on the first side of the record, the 
Mazurkas with the G minor Ballade. Here 
Miss Stefanska’s performance is not quite so 
entirely winning, for although it is in every 
respect as lyrical as in the mazurkas, it is 
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now more clearly not so readily forthcoming 
in dramatic power—a quality not required 
by any of the previous mazurkas. The 
recording continues to be first-rate, but is 
at a slightly lower volume level than 
previously ; an inconvenience. 

The same qualities of high poetry and 
faithful recording invest the second side of 
the disc, the F minor Ballade and Andante 
spianato and Grand Polonaise. ‘These call for 
dexterity rather than drama, and this they 
are certainly given. In general, this is a 
most beautiful Chopin record—in the case 
of the Mazurkas, altogether outstanding. 

M 


CHOPIN. Mazurkas—complete (Nos. 
1-17 on LXT5318, Nos. 18-23 on 
LXT5319, Nos. 34-51 on LXT5320). 
Nikita off (piano). Decca 
LXT5318-20 (three 12 in., 119s. 104d.). 
Rubinstein (11/56) ALP1398-1400 

The Chopin Mazurkas explore so many 
emotions, veering from one to another so 
rapidly ; their fully satisfactory perform- 
ance is recognised as a feat most difficult of 
achievement by any pianist. Magaloff goes 
a great deal of the way towards bringing it 
off, and exhibits in the course of the fifty-one 
pieces very many happy turns of phrase, 
and also of pianistic effect; yet it is 
impossible not to feel that sometimes the 
music has an inner waywardness his playing 
is not wholly ready to concede, sometimes 
an inner fire it is not wholly ready to ignite. 

Magaloff’s efforts, however, are in no 
conceivable way encouraged by the record- 
ing. This suffers nearly throughout from a 
degree of flutter to the pitch that might 
possibly pass unnoticed in string or in vocal 
music, but which is certain death to 
recorded piano tone, where it has the 
inevitable effect of making the instrument 
sound in need of tuning, occasionally in an 
unaccompanied melodic line desperately so. 
One feature of this issue is, however, I think 
particularly rewarding: Arthur Hedley’s 
comprehensive sleeve-notes, providing in- 
valuable information about every one of the 
mazurkas recorded. 

Good versions of individual mazurkas, 
or groups of them, are of course scattered 
moderately generously throughout the cata- 
logues ; a particularly well played and well 
recorded one is included in Halina Czerny- 
Stefanska’s Chopin record reviewed above. 
For a version of the complete set Rubinstein 
remains, I think, an unequivocal. recom- 
mendation ; the recording of his often 
magical performances is not by any means 
itself wholly magical, but it is certainly 
better than that of the new set. M.M. 


CHOPIN. Ballade No. 2 in F major, 
Op. 38. Mazurka No. 7 in F minor, 
Op. 7, No. 3. Nocturne No. 8 in D 
flat major, Op. 27, No. 2. Valse 
No. 1 in E flat major, Op. 18. 
Variations on “La ci darem la 
mano ”, Op. 2. Shura Cherkassky 
(piano). H.M.V. ALP1489 (12 in., 
41s. 84d.). 

The Variations on Ld ci darem la mano 
were among the most prophetic and useful 
of Chopin’s very early works. Prophetic, for 
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the statement of the tune is preceded by an 
introduction, and in this introduction 
Chopin explored far into his later style, 
further than he does in the variations 
themselves. Useful, for the work travelled 
with lum from Warsaw to Vienna and to 
Paris, and in both cities was a standby of his 
early repertory, conveniently playable both 
with and without orchestra. 

‘heir original great success is easy to 
understand from this present performance, 
for the brilliance of style which characterises 
the variations, when they get under way, 
is made fully effective in Cherkassy’s 
handling. Nor is brilliance the only 
Plauistic quality in evidence on the record ; 
indeed an uuimbhibited willingness to jump 
unconcernedly from exuberance to a 
reserved puctry seems to me here to result 
throughout in a very good perfurmance 
fruin all points of view. You wuuld not 
guess frum the reserved opening of the 
Ballade what fury there was to be later ; 
when it comes, it is all the more ellective. 
The Mazurka is wayward (with a character- 
istic lilt), the Nocturne half-lit (with a 
particularly happy handling of the dialogue), 
the Waltz vivacious (with a beautifully 
romantic episode which would draw some 
most un-sylphlike thoughts about the 
conductor from any ballet ensemble). 

In all, the well-arranged disc offers 
something of a compendium of good Chupin 
playing. Only a slightly clangy quality to 
the recording prevents the very fullest 
recommendation. M.M. 


DEBUSSY. Preludes, Book I. Robert 
Casadesus (piano). Six Epigraphes 


Antiques. En Blanc et Noir. 
Robert and Gaby Casadesus (two 
pianos). Philips ABL3081 (12 in., 
41s. 9d.). 
Preludes, Book I: 
Cortot (11/52) RLP1006 
Gieseking (L/S4) SBCN LOS 
Gulda (2/56) LN T3116 
Ferber (2/57) DTLY3116 


This is a wonderful bargain. Besides the 
twelve preludes that fill two sides on the 
rival recordings, there is nearly half an 
hour’s music for piano duet and two 
pianos. En Blanc et Noir is a late work 
(1915) for two pianos and it has three 
movements, the first two of which show 
Debussy in an unexpected light. The first 
has vigour and drive to a quite unusual 
degree, while the second burns with an 
originality that I find hard to describe. 
This is a big work, beautifully. played, 
and worth the money on its own. The 
piano duet Epigraphes Antiques shows the 
composer in his more usual, elusive, half- 
light vein, but these six little pieces are 
intriguing ; they grow on you. 

I would not say Casadesus plays the 
preludes better than Gieseking, but there 
is not much in it. He is very steady and 
cool in “* Danseuses de Delphes ”’, whereas 
Gieseking is grand and stately. Either 
is preferable to Gulda’s almost excitably 
rubato version. Perhaps Casadesus is a 
little too cool and withdrawn in “ Les sons 
et les parfums”’; Gieseking shows more 
feeling here, and uses the soft pedal to 
produce an_ effectively muffled tone. 
Gieseking has also more rubato—and I 
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think preferably so—in “La fille au 
cheveux de lin’”’, while in the following 
cathedral piece their interpretations vary 
alinost disconcertingly. CGueseking is very 
slow, as so often, and very dignified ; 
Ciasadesus, much faster, takes a minute less 


to play the piece and makes it altogether. 


more exciting. Both linish with superlative 
performances of ** Minstrels ”’ 

It is a pity that there was no room for 
scrolls between the preludes on_ the 
Casadesus disc, but this is a sinall] price to 
pay for the inclusion of so much music. 
When I add that the piano quality is 
first-rate, you will realise that there is 
nothing for it but to go out and buy this 
record. R.F. 

(his record was originally scheduled for 
release by Philips in March, 1956, when we 
published the above review. However, 
owing to technical difficulties, the record 
has only just been released, and on hearing 
the disc K.F. comments as follows: “* The 
new pressing has been recorded at a slightly 
higher level and gives an impression of 
greater clarity, which is perhaps an improve- 
ment, although this tends to militate against 
impressionistic ellects. As a recording it 
certainly sounds very fine ’’.) 


GRIEG. Lyric Pieces: Op. 12, Nos. 2 
and 7; Op. 38, Nos. 1 and 3 ; Op. 43, 
Nos. 1-6; Op. 47, Nos. 2-4; Op. 54, 
Nos. 1, 3, 4 and 6 (33CX1467) ; 
Op. 57, No. 6; Op. 62, Nos. 3, 5 and 
6; Op. 65, Nos. 1, 2 and 6; Op. 68, 
Nos. 2, 3 and 5; Op. 71, Nos. 2, 3, 4 
and 7. Walter Gieseking (piano). 
Columbia 33CX1467-8 (two 12 in., 
83s. 5d.). 

So beautifully and with such variety of 
tone colour and expression does Gieseking 
play these pieces that Gricg’s melodic and 
harmonic repetitiveness and small emotional 
range do not lead to the monotony one had 
expected in playing through the two discs 
on end. This a reviewer must do—but no 
one else, probably, will or should emulate 
him. 

It is impossible to comment much on such 
a large number of pieces, but the playing of 
the six pieces of Op. 43—one of the best 
known sets—may be singled out as repre- 
sentative of the high standard of perform- 
ance and recording. The piano tone, almost 
throughout, is exceptionally good. In this 
set perhaps Bullerfly is not so light and 
delicate as one would have liked, but the 
remainder are beautifully done. To the 
Spring is played with a perfect balance 
between tune and accompaniment and 
emerges as if new from the page, with all 
the freshness of Springtime. 

It is revealing to go to the piano and play 
these pieces and then hear how much, but 
never too much, Gieseking makes of them. 
One might cite as an example of this 
Album Leaf and Melodie (Op. 47, Nos. 2-3), 
The March of the Dwarfs (Op. 54, No. 3) 
and Puck (Op. 71, No. 3), the first two of 
which are played with great lyrical charm, 
the last two with whimsical brilliance. 

In Homeward (Op. 62, No. 6) there are 
one or two splodges in the tricky molto 
allegro sections. 
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No one but Gieseking could have playde 
the little impressionisuuc piece, Bell-ringing 
(Op. 54, No. ©), which is purely harmonic, 
with such a true appreciation of its 
dynamics, ranging from pp through a long 
crescendo to //f and then dinunishing in 
tone again. He ends with Remembrances, the 
waltz-version of the lovely Avietia (Op. 12, 
No. 1) with which Grieg began his Lyric 
Pieces. For the benelit of those readers who 
will not have access to the record sleeves of 
these discs aud are little helped by the opus 
numbers given above, I append a list of the 
English titles of the pieces played. 

33CX1467. Side One: Op. 12, 2 and 7. 
Waltz, Album Leof. Op. 38, 1 and 3. Cradle 
Song, Alelodie. Up. 43, 1-6. Butterfly, Lunely 
Mhanderer, In The Native Country, Little Bird, 
Erotik, To The Spring. Side Two: Op. 47, 2-4. 
Album Leaf, Melodie, Halling. Op. 54, 1, 3, 4, 6. 
Shepherd Boy, AMlarch Uf The Dwarfs, Nocturne, 
Bellringing. 

33CX 1468. Side One: Op. 57, 6. Flome- 
sickness. Up. 62, 3, 5, 6. French Serenade, 
Phantom, llomeward. Op. 65, 1, 2, 6. trom 
Years Uf Youth, Peasant’s Song. Side ‘Two: 
Mt edding-Day Al Troldhaugen. Up. 68, 2, 3, 5. 
Grandmother’s Minuet, At Thy Feet, At The 
Cradle. Op. 71, 2-4, 7. Summer Evening, Puck, 
Peace Of The Woods, Remembrances. A.R. 


MOUSLORGSKY. Pictures at an 
Exhibition. Gina Bachauer (piano). 
H.M.V. DLP1154 (10 in., 27s. 10d.). 


Kate hen 2/52) 1.4046 
Malinin (5/46) 38C 1045 
Breudel (11/56) PL¥140 


This is at once a powerful and a deft 
performance of the Moussorgsky. The 
impression of power is on occasion limited 
slightly by the stretch of Miss Bachauer’s 
hand, not quite equal to some of the com- 
poser’s severe demands ; a physical limita- 
tion in no way related to good or bad 
piano-playing. The impression of deftness, 
however, is limited in no way at all: 
Tuileries, the Ballet of Chicks, and Limoges 
are quite outstanding in this respect. Also 
outstandirg is the final Great Gate of Kiev, 
where, with temptation probably the most 
strong of anywhere, Moussorsky’s refusal 
for once to write any unduly wide stretches, 
allows Miss Bachauer to build up a 
triumphant climax. 

Before this there have been a very few 
not entirely happy moments, along with 
many very happy indeed: Catacombs does 
seem dynamically insipid, though it is cruel 
to a pianist to listen to this piece (as we now 
inevitably must) with Ravel’s trombones 
thundering in our ears. Ravel’s version is 
followed by Miss Bachauer, as it happens, 
in one respect, in the omission of the 
Promenade after Goldenburg and Schmuyle; this 
is no loss at all. And Ravel’s version might, 
I think, with advantage also have been 
followed in the Ballet of Chicks, though in this 
case it was not. But plain musical con- 
viction surely indicates that Moussorgsky 
really meant to cut to coda not where the 
score does (and consequently where most 
pianists do), but, as Ravel assumes, two 
bars earlier ? 

The H.M.V. recording is very good 
indeed, well up in the class of that of the 
Eugene Malinin Columbia disc. Between 
these two records I would find it difficult 
to choose; occasionally Malinin plays 
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New 


DEGGA long playing ffrr records 


CHAUSSON 
BERLIOZ 


FRESCOBALDI 
PETRASSI 


HAYDN 


CHOPIN 


BRAHMS 


WOLF 


THE DECCA RECORD COMPANY LTD 1-3 BRIXTON ROAD LONDON SW9 





Symphony in B flat major, Opus 20 
Benvenuto Cellini—Overture, Opus 23 
ROBERT F. DENZLER conducting 


THE PARIS CONSERVATOIRE ORCHESTRA 
LXT 5244 


Quattro pezzi 

Concerto for Orchestra 

FERNANDO PREVITALI conducting 
THE ORCHESTRA OF 


L"ACCADEMIA DI SANTA CECILIA, ROME 
LXT 5271 


Symphony No. 102 in B flat major, Opus 98, No. 2 

GEORG SOLTI conducting 

THE LONDON PHILHARMONIC ORCHESTRA 
LW 5288 


Mazurkas 

Vol. I—Opp. 6, 7, 17 and 24 LXT 5318 

Vol. II—Opp. 30, 33, 41, 50 and 56, No. 1 LXT 5319 

Vol. Iii—Opp. 56, 59, 63, 67, 68 and Nos. 50 and 51, Op. Posth. LXT 5320 
NIKITA MAGALOFF 


In stiller Nacht (Deutsches Volkslied No. 8); 
Wie Melodien zieht es mir, Opus 105, No. 1; 
Ein Wanderer, Opus 106, No. 5; Botschaft, Opus 47, No. 1; 

Die Mainacht, Opus 43, No. 2; Von ewiger Liebe, Opus 43, No. 1 
Gesang Weylas; Alle gingen, Herz, zur Ruh’; 

Bedeckt mich mit Blumen; Tretet ein, hoher Krieger; 

Wie glanzt der helle Mond; Der Gartner; 

Das verlassene Magdlein; Elfenlied; Jagerlied 
ELSA CAVELTI (contralto) with 
HANS WILLI HAEUSSLEIN 

LXT 5331 
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the new 


fee 


a monthly guide 


importance : 


Of ever-increasing 


The GRAMOPHONE . 


No matter what ‘‘ kind ” 
Cemutetiemetntee 

it is becoming increasingly 
difficult to keep track of 


every new release at all three speeds. 


THE NEW 
RECORDS | 


» . - «iS the only monthly guide to 
each month’s new releases that is 

arranged numerically and alphabetically 
for speedy reference by the 

record lover. There are 
separate numerical sections for 

LP, EP, SP, International and tape 
records. Every item on every LP ‘** Selection ” 

is clearly given, and there is 
a concise alphabetical cross reference. 

‘¢ The New Records ” is obtainable at 
the beginning of every month 

from all good record shops, 
price ninepence, or on a subscription 

basis, for 10/- a year, from 
the publishers of 

Gramophone Record Review 
and 
Jazz Monthly 
Frencis Antony Limited 
Circulation Dept. 


East Hill, St. Austell, Cornwall. 
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David 
Oistrakh 


and the Czech Philharmonic . 








MOZART 


Violin Concerto No. 3 in G 
(K.216) 


BEETHOVEN 


Romance No. 2 in F major 
for Violin 


LPV 244 


Other AUTUMN RELEASES by SUPRAPHON include % 











Orchestral 
DVORAK piaNo CONCERTO LPV 70 


CESAR FRANCK sympHonic VARIATIONS 


LALO vioLONCELLO CONCERTO  LPV 202 


Operatic 
Arias from XERXES, ORPHEUS and EURIDICE, 
IL TROVATORE, CARMEN and SAMSON and DELILAH LPV 207 


Choral 


Alexandrov Song and Dance Ensemble. Song 
Recital 111. LPM 187 


Send for. full lists and name of nearest SUPRAPHON stockist to: 


SUPRAPHON 


6/9 Charterhouse Square, London, E.C.! 
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“HIS MASTER’S VOI 


363 OXFORD STREET, W.! MAVYfeirvr 8248 





This is our “ Hi-Fi”’’ console.... 

We designed it and built it for your benefit... 
Look at the selection. .20 tuners. .20 amplifiers. . 
25 loudspeakers. .6 recorders. . Shall we go on’? 

6 turntables. .13 pickups........ 

By just pressing a button we can bring in any 
one of the models so that you can make a fair 


comparison ! 





*Our Hi-Fi showroom 


) Our Technical Staff who built this console 
are there to give you help and advice. 
We believe that Hi-Fi and good furniture can 

) and should go together, and that is why we can 
show you really practical cabinets. Or even Come and enjoy 


; . il ; a visit to our 
assist you in designing to suit your own needs. sheusnnse.hese Sat 


—it sounds better ! 









87 for High Fidelity 


alg a HOLBORN 


76-77 HIGH HOLBORN, W.C.2 TELEPHONE : HOLborn 79/8 
Near Holborn Tube Station. Buses 7, 7a, 8, 17, 22, 23, 25 pass the door. 
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NEW LONG-PLAYING RECORDS AT 


Free of Purchase Tax 


outside 


United Kingdom 


WARDOUR STREET 


ESTABLISHED 1906 





Every worth-while LP record of any make of good music, issued in this country, 


actually kept in stock. Also Musical Shows, Mantovani and other lighter music. 


Despatched, doubly checked for flaws, packing and postage free in United Kingdom 
and on orders over £10, to all parts of the world. 


Argo 
Archive 
Brunswick 
Capitol ene, 
Columbia | Special Terms for ! 
eee | Seavstionst | 
H.M.V. Deutsche Grammo- {| ""' 0 °'''' SS | 
London phon 
| Mercury Felsted 
Monarch RCA Victor 
| Nixa Cetra 
Oiseau-Lyre 
Parlophone We also stock most 78’s and a complete 
Philips stock of EMI Tape Recordings 
Telefunken 
Vox 


FOR CALLERS 


There is a staff of capable assistants, all eager Concert and Opera fans, 
who can and do give knowledgeable advice as to the best recording or 
performance of any particular work. Moreover, there are eight com- 
fortable audition rooms fitted with Hi-fidelity instruments, for 
those who wish to listen. 


RECORD STORAGE 


Record storage boxes for LPs large enough to take all makes of LP records in 
their jackets. These boxes are made up in attractive book form in three colours, 
red, green and black, and will hold approximately twelve records each. 


Price. 12-in. size: 12s. 6d. 
10-in. size: 8s. 6d. 
7-in. size: 6s. 6d. 


Packing and postage extra. 


THE GRAMOPHONE EXCHANGE 


Now in its 51st year of continuous service, ever since the days of the old Cylinder 
Phonograph. 


NEW ADDRESS 
80-82 Wardour Street, W.1 


Gerrard 5313 
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some passage the more poetically, perhaps 
more olten .vLliss Bachauer another the more 
enterprisingly. Both these are, of course, 


duuble-sided ten-inch versions of the 
Pictures: completeness on one twelve-inch 
side may be secured only from the Vox 
version. On this Alfred Brendel plays 
exceedingly brilliantly, but not always very 
sensitively, and the recording tends to clang 
—a fuult less noticeable on the reverse of 
the disc, Stravinsky’s ‘Three Dances from 
Petrushka and Balakirev’s Islamey. M.M. 


OISTRAKH RECITAL. Clair de lune 
from “* Suite Bergamasque ”’ (Debussy, 
trans. R.llenc). Jota froin “7 Canciones 
Populares Espanolas”’ (Falla, trans. 
Kochanski). Extase, Op. 21 (Ysaye). 
Valse-Scherzo, Op. 34 (‘Ichaikovsky, 
trans. Bezekirsky). Love Song, Op. 7, 
No. 1 (Suk, arr. Kocian), Three 
Hungarian Folk Dances (Kodaly, 
arr. Feigin). Légende (Wieniawski, 


Op. 17). Mazurka (Zarzycki). 
David Oistrakh (violin), Vladimir 
Yampolsky (piano). Columbia 


33C:X1466 (12 in., 41s. 84d.). 


Two of these numbers—Suk’s Love Song 
and Kodal,’s Hungarian Folk Dances, ap- 
peared in Supraphon’s Oistrakh recital 
which [ reviewed last month. But I am not 
sorry to see them reappear in a Columbia 
context, for the surface is much less noisy 
than Supraphon’s, and the balance of 
violin and piano more satisfactory. This 
recital is well planned, and well played: 
Oistrakh moves easily from the cloying 
sweetness of Clair de lune to the hard glitter 
of the Jola, from the chromatic sensuousness 
of Extase to the affected brilliance of 
Tchaikovsky’s Valse-Scherzo, whose opening 
solo always reminds me of a golden cockerel 
waltzing and crowing its way around a pre- 
revolutionary barnyard. Tempering my 
irreverence, I may add that Bezekirsky’s 
arrangement of this very tuneful solo is well 
worth hearing: it shows off Oistrakh’s flaw- 
less double-stopping in flights of thirds and 
fingered octaves. A very exciting perform- 
ance indeed. 


Ysaye’s piece is an interesting experiment 
in the Chaussonian idiom, which in its turn 
owed a great deal to the great Belgian 
violinist’s championship. Had it not been 
for Ysaye, few people today would know 
the Chausson Puéme ;: and now one might 
well say that Ysaye’s own compositions 
would hardly be known if it were not for 
the fact that they are so often featured by 
Oistrakh in his recitals and recordings. 
Rabin and Odnoposoff have also helped, 
but their recordings of Ysaye’s solo sonatas 
are available only in America. We should 
be more than grateful, therefore, to Oistrakh 
and Columbia for giving us this one piece, 
which conjures up (for me, at least) visions 
of the lion-m ined Belgian and the passionate 
intensity of his playing. | Wieniawski’s 
Légend: is an old favourite, and gets sym- 
pathetic and enlivening treatment from both 
artists. Violinists who have had to learn 


this piece in their youth will certainly enjoy © 
hearing it played with such assurance and 
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verve. They may also remember the 
Mazurka by Zarzycki, the 19th-century 
Polish composer. Huberinan, | believe, 
used to play it quite frequently, though it 
seems to have gone out of tashion in recent 
years. Altogether, this is a disc to be warmly 
recommended to lovers of fine violin-playing, 
also to those not especially interested in 
violin music who nevertheless like to enjoy 
attractive and well-prepared trilles. 


THE BASSOON, VOL. I. Concerto for 
Bassoon in B flat major, K.191 
(Mozart), Andante and Rondo 
Hongroise (Weber). Jean Louciez 
(bassvon), Solange Robin (piano). 


THE FRENCH HORN, VOL. 2. Trio in 
E flat major, Op. 40 (Brahms). 
Lucien Thnevet (French horn), 
Jacques Dabat (violin), Jean-Claude 
Ambrosini (piano). Decca LX'15332 
(12 in., 39s. 11 4d.). 


Of the bassoon: ‘* Until the 18th century 
it was mainly regarded as a brass instrument’. 
** The use of a mute is rare but not unknown ”’. 
Of the horn: ‘“‘ Also used in larger orchestras 
are the . . . and the three or four-valve B flat 
alto horn’’. ‘* The orchestral player generally 
Specialises in a certain range of the instrument... 
while the virtuoso confines himself to the middle 
two octaves of the instrument’. ‘Vhe sleeve-note 
uncannily selects from the articles concerned 
in Grove those sentences least suitable for 
reprinting (or misprinting) out of their 
context. The reproduction takes place 
without acknowledgment and—worse— 
without the writer’s apparent compre- 
hension of the subject concerned. All 
professional critics, of course, borrow 
factual information from encyclopedias ; 
no one of us is stupid enough to believe 
that he knows everything, and this is what 
we suppose encyclopedias to be for. But 
this sleeve-note goes altogether too far. 

However, the note does not disgrace an 
otherwise excellent record ; it fits quite well 
with a rather poor one. Jean Louchez plays 
the bassoon fluently, though somewhat 
brusquely ; but does it really matter how 
he plays, when in any event the effort is 
directed towards the Mozart concerto with 
ill-recorded piano accompaniment and all 
the practicable tuttis mercifully cut ? And 
Lucien Thévet is a most beautiful horn 
player, for the more romantic extremes of 
that marvellous instrument’s emotional 
range ; but will his wobbling through the 
Brahms Horn Trio really be acceptal Je to 
ears steeped in severer traditions of ..orn- 
playing ? Especially allied as it is to off- 
hand violin-playing and distantly-recorded 
piano-playing ? 

The Mozart is no very great loss ; there 
is an excellent version on Nixa WLP5307 
backed by the same composer’s Clarinet 
Concerto, not outstandingly well done ; 
and a moderate version on Decca’s own 
LXT2990, similarly backed by the Clarinet 
Concerto, this time very well done indeed. 
But of the Brahms there is no satisfactory 
LP version availuble at all ; and this is an 
indefensible situation. M.M. 
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CHORAL AND SONG 


BACH. Magnificat in D major, BWV 
243. Lise Wolf (supranuv), Helen 
Watts (contralto), Richard Lewis 
(tenor), Thomas Hemsley (baritone). 


PURCELL. Music for the Funeral of 
Queen Mary (arr. Dart). Both with 
the Geraint Jones Singers and 
Orchestra conducted by Geraint 


Jones. H.M.V. CLP1128 (12 in, 

35s. 10d.). 

Mugnificat : 
Leitner (5/55) APM14001 
Reinhardt (12/55) PLasvd 
Coluibo (1/56, OL5ulul 


Now that there are four recordings 
available of the Bach Magnificat, it may be 
worth while looking back at the whole field 
while assessing the quality of the new issue. 
As readers may know, the work—the most 
outstanding of Bach’s Latin church music 
after the B minor Mass—was originally 
written in E flat and contained four move- 
ments which were later removed: the only 
recording of this version is the Vox. This 
counts among its virtues lively, bright 
orchestral tone, good orchestral playing, 
and an attractive boyish-voiced soprano: 
its failings are an alto who makes heavy 
weather of florid passages, two male soloists 
who tend to aspirate every note in runs, and 
the rather congested recording of the chorus. 
The Magnificat, however, is almost always 
performed nowadays in Bach’s revised 
version in D major (without the four 
* interpolated ’”? movements), and it is this 
which is found on all the other discs. The 
D.G.G. issue is, as D.S. remarked, “spacious 
and appealing” in tone, and (pace A.R.) 
mostly reasonably balanced, and _ the 
orchestral playing is very good (the continuo 
too): the soloists are a very mixed lot—in 
descending order of merit a good bass, a fair 
soprano (with some uneasy F sharps), a 
contralto for whom the part lies too high, 
and an unhappy captive heldentenor who 
is quite out of his depth—and the choir sings 
in a tiresomely Teutonic manner, every 
semiquaver in every run disjointed. ‘The 
Ojiseau-Lyre performance is on a smaller, 
more intimate scale, rhythmically alive 
(tempi often faster than in the two versions 
mentioned), with excellent tone and balance. 
Here the performers are more on a level: 
the chorus is admirable (thank Heaven for 
some legato singing !), Deller is outstanding 
in Esurientes, and by using a soprano, Et 
exultavit sounds more at ease. A baritone, 
rather than a bass, sounds a bit on the light 
side, and the soprano in Quia respexit is a 
little tentative, but on the whole this is a 
most satifying and musical performance, 
well deserving of recommendation. 

The new H.M.V. version is conceived, 
like the Oiseau-Lyre, in chamber terms (this 
is probably, after all, the size of forces which 
Bach himself employed), and in many ways 
is truly excellent. The trumpets are superb, 
the chorus firm in tone (tenors occasionally 
a trifle obtrusive at the contraltos’ expense), 
the harpsichord continuo inventive but 
tasteful, and the soloists well matched. Ilse 
Wolf contributes bright, steady tone ; Helen 
Watts is magnificent in Et exultavit, though, 
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strangely, she lacks a trill in Esurientes ; 
Richard Lewis is unquestionably the best 
tenor of the four versions; and Thomas 
Hemsley (another baritone) is dignified in 
Quia fecit, though it is a pity he mixes his 
Latin pronunciations and sings “ Quia 
fechit mihi magna’”’, especially after the 
chorus has sung “ Manyificat”’. The very 
good recording is slightly marred by some 
uneven levels—up in Et misericordia, down 
in Fecit potentiam, up again in Deposuit, and 
so on. One or two points of treatment are 
interesting—the opening ritornello of Quia 
fecit is played tasto solo, and Suscepit Israel is 
sung by the chorus instead of three solo 
voices (which makes it a little more tricky 
to get the oboes’ tonus peregrinus through) ; 
but Geraint Jones’s fast tempi may worry 
some people—for example, the opening 
chorus, though it must indeed have vitality 
and heartfelt enthusiasm (as it has here), 
must not sound hurried. 

The adoption of generally lively tempi, 
however, and the absence of scrolls between 
the movements (the only recording not so 
divided), for the first time leave some room 
on the second side; and here we have a 
most interesting bonne bouche in Purcell’s 
Funeral Music for Queen Mary (which was 
also performed at the composer’s own 
funeral eight months later) in an arrange- 
ment by Thurston Dart. In view of Mr. 
Dart’s justifiably acid comments elsewhere 
on the responsibility of editors to declare 
what alterations they have introduced, it is 
unfortunate that no mention is made on the 
sleeve that the present trumpets and 
trombones were originally a quartet of 
trombones only (traditionally associated 
with funeral music), that Thou knowest, Lord 
(here sung unaccompanied) was accom- 
panied by “flat mournfull trumpets ”’, 
and that the brass Canzona has had to be 
re-cast for the instrumentation used here ; 
and the inclusion of the anthem Man that is 
born of a woman needs a word of explanation. 
However, such considerations aside, this is a 
fine performance of some noble music, 
outstandingly well recorded. L.S. 


BACH. Cantata No. 158, “Der Friede 
sei mit dir’’. Horst Giinter (bari- 


tone), Ulrich Grehling (violin), 
Hermann Tottcher (oboe), 
Johannes Koch (gamba), Horst 


Stéhr (double bass), conducted from 
the Positive Organ by Karl Egon 
Glickselig. D.G.G. Archive EPA 
37020 (7 in., 16s. 84d.). 


A Bach church cantata on an extended 
play 45 disc is very welcome, even though 
it involves turning over the disc in the 
middle of the one bass aria. It is becoming 
a bore to have to repeat this criticism so 
often but once again, though the German 
text is given on the back of the index card, 
no English equivalent is provided. Could 
not copyright permission be sought to 
reproduce the English texts in Dr. Sanford 
Terry’s great book (now unobtainable) on 
the sacred and secular cantatas, which 
covers the whole field ? 

The opening words of this short work for 
solo bass voice and chorus (scored only for 
solo violin and oboe, and continuo) are 
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taken from the passage in the last chapter 
of St. Luke’s Gospel describing Christ’s 
appearance to his disciples and His first 
utterance “‘ My peace I give to you” 
(‘Der Friede sei mit dir’’) and the final 
chorale (the fifth stanza of Luther’s 
** Christ lay in death’s dark prison” set 
to its melody) refers to ‘“‘the Paschal 
Lamb hanging on the shameful tree ’’, but 
triumphant. It is therefore only the bass 
aria and recitative with arioso (Nos. 2 and 
3) that refer to the Feast of the Purification 
and Simeon. Dr. Sanford Terry concludes 
that the cantata was written at Weimar for 
the latter festival and revised at Leipzig for 
the former, Easter Tuesday. 

The bass aria begins with the. words 
“World, farewell! Of thee I’m weary ” 
(“Welt ade! Ich bin dein miide”’), 
which are also those of the chorale (the 
melody by Johann Rosenmiiller (1679)), 
sung with beautiful effect by the chorus 
sopranos as a counter-melody. Violin and 
oboe are used only in this number. It is a 
lovely aria breathing peaceful resignation 
and longing for release: and rather as in 
the solo bass cantata (56) Ich will dein 
Kreuzstab, the words of the middle section 
are repeated, but to different music, in the 
arioso preceding the final chorale. 

The performance is excellent, balance 
and recording both being good. Horst 
Ginther has modest but pleasing vocal 
resources and sings like an artist, though 
more variety of tone ‘would have been 
acceptable. His florid phrases are mercifully 
free from aspirates, except in the trill at the 
end of the arioso (on the word Kronen— 
crown), in which the vowel becomes 
ho-ho-ho! The instrumental soloists are 
admirable, and so is the small chorus. 


A.R. 


BEAUMONT. Twentieth Century Folk 
Mass. John Alldis (cantor), with 
choir and William Davies (organ). 
Paxton LPR201 (12 in., 39s. 74d.). 

The Reverend Geoffrey Beaumont has 
had the laudable ambition, in this Twentieth 
Century Folk Mass, of getting away from 
what Professor Dent has called the har- 
monium style of church music, and perhaps 
particularly of Anglican church music (the 
composer’s affiliations are those of an 
Anglo-Catholic) : but in adopting the style 
of Tin Pan Alley, with occasional remin- 
iscences or imitations, of negro spirituals, 
the beguine, fox-trot, waltz, and “a 
theme tune of some grandeur ”’ in the Ivor 
Novello vein, plus a dash of the shop ballad 
of the Amy Woodforde-Finden type, he 
seer ; to me to have fallen out of the greasy 
frying pan into the trivial fire. The music is 
sicklied over with the American religioso 
idiom, underlined by the constant bleating 
(even in the most solemn clauses of the 
Creed) of the Hammond organ, which is 
here turned into that most detestable of all 
instruments, the cinema organ, and played 
in that manner, melodic side-slips, oompah- 
bass, and all. The hymns are in the revivalist 
tradition. 

The idea, a very ancient one, of the choir 
(or congregation) repeating each line after 
the cantor is in itself well carried out, and 
the sleeve note tells us that the Mass has 
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been sung not only as here by a choir (of 
eight voices), but by an untrained and un- 
rehearsed congregation. 

Could not something have been done on 
the clean lines of English folk-song instead 
of this unending medley of clichés, which 
becomes unendurably monotonous, all 
else apart ? 

The traditional order of Proper and 
Ordinary of the Mass is followed, with a 
welcome relief in the intoning of the 
Preface—which comes like a breath of fresh 
musical air. The composer has, however, 
popularised the music to the Pater Noster, 
which has a sort of “rock ’n roll” rhythm. 

The special pleading in the sleeve note 
assumes, by implication, that Merbecke’s 
setting of the Communion Service (1550) 
was in general use: but the authorities tell 
us his Book of Common Prayer Noted aroused 
no enthusiasm and soon fell into disuse. 
Henry Phillips, indeed, in his book The 
Singing Church, goes so far as to say “‘ there 
is no evidence of the book’s having been 
used ”’, and stresses the need for a musical 
counterpart to the Prayer Book, so far not 
attempted, in which congregations could 
take a part. That would indeed be a 
worthy task. I do not doubt that this Mass 
could become very popular with certain 
choirs and congregations: it has already 
*“‘sent”’ (to use the fashionable phraseology) 
one Anglican bishop. (Where ? Up or 
down ?), but I cannot help recalling the 
noble words of Robert Bridges that church 
music (popular or otherwise) should be 
“something different from what is heard 
elsewhere: it should be a sacred music, 
devoted to its purpose, a music whose peace 
should still passion, whose dignity should 
strengthen our faith . . . a music worthy of 
the fair temples in which we meet and of 
the holy words of our Liturgy ”’. 

It remains to be said that the Mass is 
well sung, with a pleasant voiced cantor 
in the person of John Alldis and an 
enthusiastic little choir: and it is excellently 
recorded. 


BRAHMS. In Stiller Nacht (Deutsches 
Volkslied No. 8). Wie Melodien 
zieht es mir, Op. 105, No. 1. Ein 
Wanderer, Op. 106, No. 5. Bot- 
schaft, Op. 47, No. 1. Die Mainacht, 
Op. 43, No. 2. Von ewiger Liebe, 
Op. 43, No. 1. 

WOLF. Gesang Weylas. Alle gingen, 
Herz, zur Ruh’. Bedeckt mich mit 
Blumen. Tretet ein, hoher Krieger. 
Wie glanzt der helle Mond. Der 
Gartner. Das verlasseneMagdelein. 
Elfenlied. Jagerlied. Elsa Cavelti 
(contralto), Hans Willi Haeusslein 
(piano). Decca LXT5331 (12 in, 
39s. 114d.). 

Elsa Cavelti, on the evidence of this disc, 
is at her best in those parts of songs that 
have an impassioned climax and in which 
she can give full scope to some excellent 
notes at the top of her voice, as at the end of 
Von ewiger Liebe: but the singing of Lieder, 
needless to say, demands much more than 
this. Miss Cavelti has breath control for 
long phrases, as in Wie Melodien zieht es mt, 
but not the art to mould them beautifully. 
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Her words seem to emerge from the back of 
her mouth and her shades of tone are few: 
her singing, therefore, soon becomes dull. 

This most uneven artist is all over the 
place in Wolf’s Alle gingen, Herz, zur Ruh’ 
and Bedeckt mich mit Blumen, in which 
control of the voice is noticeably poor, but 
does much better than might have been 
expected in Der. Gdriner and Elfenlied, 
avoiding in the latter any contralto archness : 
and she is not at all bad in the charming 
Keller song, Wie glanzt der helle Mond, 
though Helga Mott’s recording of it 
(Delysé EC3138) is much superior. 

She seems rarely able to establish atmos- 
phere. The frosty, moonlit night of the last 
song, the cold grey and, for the girl, hopeless 
dawn of Das verlassene Mdgdelein, the warm 
May night of Die Mainacht, all this is 
lacking. She does not even find the right 
mood, so clearly indicated in the notes 
alone, in Gesang Weylas, which is, as well, too 
quickly sung, instead of “solemnly and 
slowly ”’. 

The singer does not achieve the simplicity 
needed for the lovely Brahms folksong 
with which she begins the recital: there is 
far too much, and quite unnecessary, 
pressing on first beats. I cannot say she is 
aided by the general nature of Hans 
Haeusslein’s accompaniments, which are 
accurate but not imaginative, and have 
piano tone, as recorded, distant and often 
wooden. 

This is, therefore, a recital with many 
faults and few virtues, and it is surprising 
that a singer should be so lacking in self- 
criticism as to pass some of these perform- 
ances. 

Enclosed with the disc are the German 
texts and admirable English translations of 
them unsigned, but perhaps the work of 
Robert Boas, who provides an equally 
admirable sleeve note. A.R. 


ISAAC. Proprium Missae in Dominica 
Laetare. Aachen Cathedral Choir 
conducted by Theodor B. Rehmann. 
D.G.G. Archive EPA37094 (7 in., 
16s. 84d.). 

This is the first piece of sacred music by 
Heinrich Isaac (c. 1450-1517), one of the 
most important but still little known 
composers of his period, to appear on LP. 

Isaac was commissioned, in 1508, by the 
Cathedral Chapter at Constance to make a 
polyphonic setting, the first of its kind, of 
complete Propers of the Mass spanning 
the whole church year. “In this great 
series ” ’, Gustave Reese writes in his book 
Music in the Renaissance, *‘ Isaac is com- 
pletely the Netherlander”’. Most of the 
music is, like the above Mass, in four parts 
“‘ with the ecclesiastical melody (according 
to the Constance use) sometimes in one 
voice, sometimes divided between two or 
more voices, sometimes developed in 


imitation, sometimes combined with another. 


borrowed melody”. This monumental work 
was called the Choralis Constantinus. 

The Proper of the Mass for Laetare 
Sunday, the fourth Sunday in Lent, when 
the joy of Easter is anticipated, the vest- 
ments are rose-coloured, flowers on the 
altar and organ playing are allowed ,comes 
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from the first volume of the Choralis 
Constantinus. ‘The Gradual and Offertory 
are omitted from the recording which 
consists, therefore, of Introit, Tract, and 
Communion. The plainsong intonations 
are quoted at the start of two of these pieces 
and the first half of the Versicle in the 
Introit psalm is sung in plainsong. Isaac 
did not set the Doxology, which is sung in 
plainsong, nor did he indicate the repetition 
of the Antiphon, assuming, presumably, 
that this would be done as a matter of 
course, as it is here. The music well conveys 
the joyful spirit of the liturgical words 
(which differ slightly from the Roman 
version) and is very melodious and clear in 
texture. It is sung with excellent tone and 
well recorded. 


MARSHALL RECITAL. Jephtha 
(Handel) : Recit.: ‘“*Ye Sacred 
priests”? ; Air: ‘* Farewell, ye limpid 
springs and_ floods”. Solomon 
(Handel): ‘“* Bless’d the day”. The 
Seasons (Haydn): “O how pleasing 
to the senses”. Judas Maccabaeus 
(Handel): ‘“‘So shall the lute and 
harp”. Samson (Handel): “ Let 
the bright Seraphim”. Solomon 
(Handel) : ‘* With thee th’ unsheltered 
moor I’d tread”. The Creation 
(Haydn): ‘* With verdure clad”. 
Elijah (Mendelssohn): ‘“ Hear ye, 
Israel”. Lois Marshall (soprano. 
London Symphony Orchestra con- 
ducted by Anthony’ Bernard. 
Hubert Dawkes (organ). H.M.V. 
CLP1127 (12 in., 35s. 10d.). 

As will be seen, this disc contains two of 
the Queen of Sheba’s arias from Solomon 
which Lois Marshall sang so well in the 
Beecham recording of the oratorio 
(Columbia 33CX1397-8). In “ Bless’d 
the day” she no longer ascends “ the 
nuptial bed ” but beholds “ this favour’d 
spot”. Why this concession to prudery ? 
Why, also, is the aria sung half a tone 
lower than in the Columbia recording ? 
It must be said that Miss Marshall sings it 
with greater ease, but the lively accompani- 
ment lacks the delicacy Beecham gave to 
it, and which consorted more with regal 
dignity. The other Solomon aria is as 
beautifully sung as before and sensitively 
accompanied. Both the Haydn arias are 
delightfully done and confirm the admirable 
musicianship and feeling for the pleasure of 
this artist, but in “ Let the bright Sera- 
phim ” and “ So shall the lute and harp ” 
one feels a lack of the silvery tone with 
which Isobel Baillie enchanted us, though 
the “divisions” are cleanly sung. Méiss 
Marshall is perhaps better suited to 
reflective arias, and is very touching in the 
farewell of Iphis from jJeptha. “*‘ Hear ye 
Israel’, sung with great conviction, con- 
cludes a recital which could obviously find 
no place on the concert platform but which, 
played selectively and not all at once, will 
give great pleasure. Anthony Bernard gets 
excellent playing from the London Sym- 
phony Orchestra, and the balance between 
voice and orchestra deserves a special word 
of praise—as also the solo trumpet player 
in “‘ Let the bright Seraphim”. A.R. 


149 


STRAUSS, R. Traum durch die Dam- 
merung, Op. 29, No. 1 (Bierbaum). 
Standchen, Op. 17, No. 2 (von 
Schack). Morgen, Op. 27, No. 4 
(Mackay). Wozu noch, Madchen, 
Op. 19, No. 1 (von Schack). Freund- 
liche Vision, Op. 48, No. 1 (Bier- 
baum). O warst du mein, Op. 26, 
No. 2 (von Lenau). All mein 
Gedanken, Op. 21, No. 1 (Dahn). 
Befreit, Op. 39, No. 4 (Dehmel). 
Herr Lenz, Op. 37, No. 5 (von 
Bodmann). Die Nacht, Op. 10, 
No. 3 (von Gilm). Ach, weh mir 
ungliickhaftem Mann, Op. 21, No. 
4 (Dahn). Heimliche Aufforderung, 
Op. 27, No. 3 (Mackay). Nachtgang, 
Op. 29, No. 3 (Bierbaum). Ich liebe 
dich, Op. 37, No. 2 (Liliencron). 
Ruhe, meine Seele, Op. 27, No. 1 
(Henckell). Zueignung, Op. 10, 
No. 1 (von Gilm). Dietrich Fischer- 
Dieskau (baritone), Gerald Moore 
(piano). H.M.V. ALP1487 (12 in., 
41s. 84d.). 


** One very small volume will contain all 
the Lieder of Strauss that are worth living 
with day by day ”. Such was the judgment 
on Strauss as a song writer pronounced by 
Ernest Newman in his little book on the 
composer published in 1918 and, apart 
from the superb Four Last Songs (which, 
being for voice and orchestra, really come 
into a different category), Strauss wrote 


. nothing in later years to increase the 


number of his best songs. After 1929 he 
ceased to compose any for voice and piano 
at all. 


Into that small volume of which Mr. 
Newman speaks—for it would be difficult 
to dispute his verdict—I should myself put 
a little over half of the songs in the above 
recording and leave room for about six 
more: but there are only two sung by 
Fischer-Dieskau, Herr Lenz and Ich liebe dich, 
which I would cheerfully dispense with. It © 
may perhaps be allowed that the great 
artistry of singer and pianist make songs 
such as Wozu noch, Madchen and Ach, weh 
mir ungliickhaftem Mann sound a good deal 
better than they actually are. 


If, then, half of the songs are among the 
finest Strauss composed, nearly all the rest 
make very pleasant occasional hearing, 
even if we should not want to live with them 
day by day. 

Here is a recital, therefore, that—by and 
large—escapes the criticisms made so often 
of this type of record and gives us some of 
the most beautiful singing and playing these 
two great artists have ever achieved. So 
high is the standard throughout that small 
points inevitably come up for criticism. 

Fischer-Dieskau (as also Gerald Moore) 
establishes at once the dreamy, twilight 
mood of -Traum. durch die Dédmmerung, in 
which his mezza voce is at its most exquisite 
in the phrase ending (crescendo to double 
piano) “In der Schénsten Frau” (“to 
the beauteous maid ”’), and in the phrase 
at the close of the song, “in ein mildes, 
blaues Licht” (“in the twilight blue of 
eve’), Why, then, the over-loud tone (as 
it seems to me) to these last words earlier in 
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the final verse ? There is indeed a crescendo, 
but not one of this magnitude. ‘The micro- 
phone has before caused trouble with the 
singer’s sibilant s’s, and this a little disturbs 
the tranquil ending of Morgen—which is 
beautifully sung. This song was composed 
for a low voice, but Stdndchen for a high one, 
and not all Fischer-Vieskau’s art can make 
the climax (“hoch gluhn’’—*“shall gleam’’) 
as radiant as it should be. The microphone 
cannot be blamed for that, or for the curious 
fact that Bcfreil is just a little dull, though 
sung with great intensity. For the rest only 
superlatives will do. 1t would be impossible 
to hear in the world to-day finer perform- 
ances of the three exquisite songs— 
requiring perfectly controlled spun tone— 
Freundliche Vision, Die Nacht and Nachigang, 
or such depth of emotion as we are given in 
Ruhe, meine Seele and O warst du mein. ‘This 
last song, new to me, is a tragic expression 
of hopeless love rising to a great climax at 
**dass ich dich, dich nie besitzen werde ”’ 
(** that on earth L never may possess thee ”’), 
which is superbly achieved by the singer, 
while the despairing mood is as superbly 
expressed by Gerald Moore in the piano 
pustlude. 

Someone said to me once, reprovingly, 
that I always praised Mr. Moore: that is 
not strictly true—as both of us know— 
but there are notably few occasions when 
praise is not called for, and in this recital 
his sensitive playing is unsurpassable. The 
two artists make an artistic partnership 
that gives unique pleasure, and I most 
warmly recommend this outstanding recital. 
The recording—though I should have liked 
the piano tone to have been on even more 
equal terms with the voice—is very good. 
It is to be hoped that the German texts with 
English translations will accompany the 
disc. 


OPERATIC 
DONIZETTI. Don Pasquale: “ Quel 


guardi il cavaliere *; ‘* So anch’io la 
virtu magica”’. 

ROSSINI. Semiramide: “ Bel raggio 
lusinghier ”’. Rita Streich (soprano). 
Radio Symphony Orchestra of 


Berlin conducted by Ferdinand 
Leitner. D.G.G. EPL30225 (7 in., 
16s. 8$d.). 


Here is another 7-inch EP which contains 
practically only what you used to get on a 
12-inch 78. I cannot explain these 
economics, though it is nice to have these 
two arias without any clipping or haste. 
Fraulein Streich whom we should have 
heard at Glyndebourne this summer (but 
she was indisnosed) is a popular gramophone 
artist, and li tle wonder. With some help 
from the echo chamber, her small but 
charming voice makes a pretty effect. She 
sings the second scene cavatina for Doni- 
zetti’s mischievous Norina with a gentle, 
almost lazy charm, which reminds me of 
Galli-Curci at times. It is welcome after 
some steam whistle essays from recent 
Italians. But the performance decidedly 
lacks true brilliance; the long and important 
trill is pathetically insecure. Carosio on 
H.\f.V. DB6858 is—by me, at least—to be 
preferred. . 
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A good new recording of “ Bel raggio ”’ 
is on the face of it welLome and | don’t want 
to put anyone off acquiring such a thing. 
‘The wonderful aria used to be in every 
great leggiero soprano’s repertory, and 
recordings once abounded. ‘lhe German 
soprano makes quite a good shot at it and 
phrases the early part prettily, if without 
much rythmic subtlety. But when she comes 
to the great display passages and the lengthy 
decorated rums—what caution o’ercomes 
her! She picks her way gingerly—where 
an old dazzier like Tetrazzii throws it all 
off with a triumphant smile. Fraulein 
Streich just “‘ gets away with it ’—by the 
skin of her teeth towards the end, but that 
this is singing of a very different order than 
the divas’ of the past one can only too easily 
hear by comparing this new version 
(excellent orchestrally) with the versions 
respectively of Sembrich (CSLP500—pallid 
old recording, but flawless, seamless vocal 
embroidery, quite unlike the tentative 
German’s stitches), Tetrazzini or more 
recently Pagliughi (on Parlophone). But 
if this new version brings the aria back into 
favour of a new generation, one may be 
ready to overlook its inadequacies. 
JANACEK. Jenufa. 

Grandmother Buryjovka 
_ Milada Cadikovicova (alto) 
Laca Klemen Beno Blachut (ten.) 
Steva Buryja Ivo Zidek (ten.) 
Kostelnitchka Buryjovka 
Marya Krasova (sop.) 
Stépanka Jelinkova (sop.) 
Karel Kalas (bar.) 


Jenufa 
The Miller 
The Mayor 
Viadimir Jedenactik (bass) 

His Wife 
Milada Vesela (mezzo-sop.) 

Karolka 
Milada Musilova (mezzo-sop.) 

A Shepherdess 

Ludmila Hanzalikova (mezzo-sop. ) 
Barena Miloslava Fidlerova (sop.) 
Jano Milada Subrtova (sop.) 
A woman Libuse Korimska (alto) 
Chorus and Orchestra of the 
Prague National Theatre conducted 
by Jaroslav Vogel. Supraphon 
LPV160-2 (three 12 in., 118s. 104d.). 
Jenufa is to be revived during the Covent 
Garden autumn season, and it is to be 
hoped the public will respond by packing 
the house to hear this most lovely and 
moving opera and, all else besides, Sylvia 
Fisher’s remarkable performance in the part 
of Kostelnitchka Buryjovka, Jenufa’s step- 
mother. Desmond Shawe-Taylor wrote 
fully and most perceptively of this perform- 
ance in Opera of February, 1957, and of 
other performances in Prague and Berlin, 
in the September, 1956, number of the 
magazine, when. as in the recording above, 
Stépanka Jelinkov4 was the Jenufa and 
Ivo Zidek the Steva, and the conductor 
Jaroslav Vogel. The two other chief parts, 
Laca and Kostelnitchka, were sung by 
Striska (“a lustreless Laca”’) and Marie 
Podvalova (‘‘who sang very few clear 
and steady notes ’’). These two artists are, 
as will be seen above, replaced by the 
incomparable Beno Blachut and by Marya 
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Krasova, who is a fine artist with the harsh 
timbre and dramatic intensity the part 
calls for so often, but not all the power Miss 
Fisher brought to the great scene in Act 2 
(when the half-crazed woman decides to 
kill Jenufa’s baby), and to her terrible cry 
just before the curtain falls, when she 
imagines she sees Death looking in at the 
window. Ln quieter passages in this act 
Krasuva is moving, and throughout she 
shows herself an excellent musician with a 
well integrated conception of the character. 

Mr. Shawe-Jlaylor found Jelinkova in 
poor voice as compared to her gramophone 
records of ten years ago. But this recording, 
made in 1952, and far from “‘ the strictly 
routine affair ’’ he heard at Prague, shows 
her occasionally shrill, but more often than 
not singing with beautiful tone, and having 
the ability at all times to rise to her big 
climaxes. She is, obviously, not a young 
singer, but Amy Shuard, in her last perform- 
ances at Covent Garden, was only beginning 
to approximate to the lovely perfurmance 
the Czech artist gives. Her tenderness is 
shown in the arioso, near the start of Act 1, 
a four note phrase for oboe plays a large 
part, and in her long scene in Act 2, in 
which she sings the Salve Regina, is 
beautifully done, and also her final and 
ecstatic surrender to Laca in the duet at the 
end of the opera. Zidek makes convincing 
the attraction Jenufa felt for him, this village 
Don Juan is excellent, both drunk and 
sober: while Blachut sings with lovely tone 
and with all his genius for beautifully 
moulded phrases. Among the smaller parts 
the Grandmother, the Miller, Karolka and 
Barena are all good, but Jano (a éravesti 
part) has far too feminine a tone for a 
cowhand. 

Needless to say, the opera gains enor- 
mously from being sung in the original 
language, especially in quick exchanges 
and in the many immediate repetitions of 
words that somehow do not sound natural 
in English. 

I do not know Czech, but the many 
repetitions of the words ‘‘ Svoge trapené 
prestat’ (“must overcome hardships ”’) 
in the lovely quartet (with chorus) in the 
first act—especially as Blachut sings them— 
have an effect out of all proportion to their 
meaning. The other thing in the perform- 
ance which I missed at Covent Garden is 
the vital rhythm the conductor imparts to 
the music. This must be in Kubelik’s blood 
stream, but, no doubt, he found it impossible 
to get his admirable orchestra to feel it 
was—as it could hardly be—in theirs! T‘e 
opera, therefore, comes alive in a way it 
did not wholly do at Covent Garden. 

Before leaving the artists, I must add a 
word. of praise for the excellent chorus. 

The recording shows its age sometimes, 
The tone of the violins is not ingratiating 
on the top strings and the big orchestral 


climaxes at the end of each act and else- 


where, do not have anything like their full 
effect: but many lovely moments in this 
lyrical score are well recorded, such as the 
orchestral passage after Jenufa says good- 
night to her stepmother in the second act. 
The scoring, particularly for woodwind 
and horns, is fascinating : and a remarkable 
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THREE-IN-ONE UNIT 


*% AM and FM Tuners and High 
Fidelity Amplifier on one compact 
chassis. + 10 valves—I0 watts Push- 
Pull output. + Full VHF band plus 
Long, Medium and 2 Short. x Fre- 
quency range 15-30,000 cps. + Dis- 
tortion 0.5 per cent. x Hum 60dB. 
* Separate extended range Bass and 
* 20 dB Negative 
Feedback over 3 stages. 


Treble controls. 


PRICE : £37 





quality 
Audio « Radio 
equipment 
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Output: 10 watts nominal, 20 watts 
peak. Response: Within | dB 
15-30,000 cps. Distortion: 0.1%. 
Hum: 80 dB down. Sensitivity: 
8mV. Output Valves: 2 x EL34. 
Equaliser: 6 position. Filter: 6 
position. Inputs: Mic, Radio, Gram, 
Tape (and record). Bass and Treble: 
Separate controls +15 dB. Negative 
Feedback: 28 dB overall, 3 loops. 
Pick-up Matching: 4 position selec- 
tor. Power Supplies: 320v at 
60mA, 6.3v at 2A. Weight: Amplifier 
—25 Ib. Control Unit—5 ib. 


PRICE £32 





BEST 


Al0 Mk il 


HIGH FIDELITY AMPLIFIER 


with, of course, 


the FM61 VHF TUNER 
to obtain the full benefit of the 
superb quality of VHF/FM trans- 


missions. 
PRICE : £22.1.0 


BS RA EXHIBITION Waldorf Hotel, Sept. 20, 21, 22, Our Room No. 125 


Tel: NORth 3213 
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Cadenza.. . for turncoats 


We all know that musical tastes change. Whatever first aroused our interest, 
be it Tchaikovsky, Rachmaninoff or Mozart, as time goes on our musical pleasures 
alter and widen. Grundig tape recorders allow for this. Whether it is for preserving the 
old love or recording the music of your latest phase, 
a Grundig gives you faithful reproduction and complete flexibility. 
Take an actual case. You could record two hours of guitar and voice combination 
on a Grundig TK.820/3D. The cost, say, 37/6d. Later, if you wished, you could erase 
the whole tape simply by recording something else, or you could ‘edit’ the selection 
| in the easiest possible way by cutting out the unwanted portions and joining the tape 
with an adhesive strip designed for the job. Even the portions you discard can be used again. 





e 










A tape recorder by 





provides the themes AND the variations 


Take your score from here... BY FILLING IN AND POSTING THIS COUPON ——— 





GRUNDIG (Great Britain) LIMITED, Dept. G, 39/41 New Oxford St., London, W.C.| IK 820 3D 
Please send me a copy of your illustrated booklet on the Grundig TK 820/3D PRICE 98 gns 


excluding 


NAME microphone 





ADDRESS 





(Electronics Division, Gas Purification & Chemical Co. Ltd.) 
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THE HEART OF HIGH FIDELITY 


~~ *, ._~- 


The amplifier and control panel are the heart of high 
fidelity; the most difficult to alter should your choice prove 
wrong. At best, to change them means a very careful 
appraisal of the pick up and speaker enclosure characteris- 
tics. At worst, it may mean starting to build all over again. 

Spend time in making sure that your choice zs correct— 
and make a point of hearing Expert Equipment when you do. 


























The STA’ DARD 
£23 . 0 . 0 


CIRCUIT. EF86 pentode stage coupled to EWC83 double triode phase 
inverter. EI.84 push pull output with distributed load. Main overall 
feedback loop 30db. 5Z4H.T. rectifier. Paper reservoir condenser. 
Operates on 200/250 volts A.C. 50 cycles. Special transformer for 
other voltages. 


POWER OUTPUT & SENSITIVITY. 14 watts output—200 m/v input. 
HARMONIC DISTORTION. 0.1% at 10 watts, 1,000 cycles. 
FREQUENCY RESPONSE. Flat from 20 cycles to 25,000 cycles. 
LOAD DAMPING FACTOR. 60 at 1,000 cycles. 

IMPEDANCES. Input 1 megohm. Output 15 ohms. 

HUM AND NOISE, 80db down referred to 8 watts. 

DIMENSIONS. 12” x9” x 6}” high. 

WEIGHT. 16 lbs. 


IF YOU WANT 
HIGH FIDELITY 


For full 

details and 
illustrated 
literature— 
Ask your 
High Fidelity 
Dealer 

or write 
direct to:- 


YOU NEED AN 


EXPERT 


The GRAMOPHONE 
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The 3.45.48 
PRE-AMPLIFIER £18.0.0. 


CIRCUIT. Two stages, ECC83 double triode. 

CONTROLS. Input selector switch (radio, tape, disc,). Bass lift, six positions, 
marked. Bass cut, variable, marked o-10. Treble gradual cut, 6 positions, 
marked. Treble steep cut, variable marked 0-10. Volume, marked o-10. 
Overall negative feedback provides bass lift starting at five different frequencies. 
One position no lift. Bass cut control varies amplitude of each lift from maximum 
to zero. In the ‘no lift’ position, the cut produces attenuation of 12db at $0 cycles. 
Treble gradual cut produces attenuation from—4db to—2o0db at 15,000 cycles, in 
seven gradual steps. Treble steep cut in fully operational position maintains 
response within 2db up to turnover frequency of 4,000 cycles. Attenuation then 
follows at 20db per octave. 

SENSITIVITY. At 1,000 cycles, 10 m/v in, $0 m/v out; 100 m/v in, 500 m/v out; 
maximum input at 50 cycles 500 m/v. 

FREQUENCY RESPONSE. (No bass lift or treble cut). Flat within o.sdb, 30 to 
30,000 cycles. Attenuation below 30 cycles is introduced to eliminate mechani- 
cally induced low frequency noises such as motor rumble. 

IMPEDANCES. Input and output, 250,000 ohms. 

DISTORTION. Total harmonic distortion less than 0.1%. 

DIMENSIONS. Chassis 12” x 3$” x 3”. Front panel 113” x 34” x }*. 


FINISH. Chassis silver grev hammer. Front panel light cream. 





CIRCUIT. EF86 pentode stage directly coupled to ECC83 double triode 
cathode coupled phase inverter. EL34’s push-pull output with distributed 
load. Main overall feedback loop 30db. GZ34 H.T. rectitier. Paper 
reservoir condenser. Operates on 200/250 volts A.C. 50 cycles. Special 
transformer for other voltages. 


SENSITIVITY AND OUTPUT. 220 m/v input; 20 watts output. 300 m/v 
input; 26 watts output. ! 


HARMONIC DISTORTION. 0.07% at 20 watts. 100 and 1,000 cycles. 
FREQUENCY RESPONSE. Flat from 20 to 40,000 cycles. 

LOAD DAMPING FACTOR. 70 at 100 and 1,000 cycles. 
IMPEDANCES. Input, 1 megohm. Output, 15 ohms. 

HUM AND NOISE, 86db down, referred to 20 watts output. 
DIMENSIONS, 12”x9” x 7%” high (clear). 

WEIGHT. 24 lbs. 


SALES & SHOWROOMS: 39-41 NEW OXFORD STREET, LONDON, W.C. 1. Tel: COVent Garden 2156 
EXPERT GRAMOPHONES LTD. WORKS: “INGERTHORPE,”’ GREAT NORTH ROAD, LONDON, N.2. Telephone: MOUntview 6875 
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effect is made, in Act 1, with the upper 
tones of the xyluphone. One could write 
pages about the scoring and the wonderlul 
use of tiny motives. It is the virtue of a 
recording to enable us to appreciate all this 
as one never can do in the opera house. 
The libretto is issued in Czech with an 
English translation, which contains salty 
phrases such as “ you’d better not break 
your head about that lousy drunkard” ! 
1 hope that this fine perfurmance will be 
so well received that the Prague National 
Theatre will be emcouraged to give us 
recordings of Kédtya Kuabunovd aud The 
Cunning Vixen. 1 do most cordially recom- 
mend it to all lovers of opera who value 
truth and beauty of expression. This is a 


great work. A.R. 
MOZART. Die Entfiihrung aus dem 
Serail. 
Selim 


Hansgeorg Laubenthal (diction) 


Constanze Lois Marshall (sop.) 

Hilde Volk (diction) 
Blonde Ilse Hollweg (sop.) 
Belmonte 


Léopold Simoneau (ten.) 

Manfred Schmidt (diction) 

Gerhard Unger (ten.) 
Gottlob Frick (bass) 

; Fritz Hoppe (diction) 
Beecham Choral Society, Royal 
PhiJharmonic Orchestra conducted 
by Sir Thomas Beecham, Bart. 
Chorus Master: Denis Vaughan. 
Columbia 33CX1462-3 (two 12 in., 


Pedrillo 
Osmin 


83s. 5d.). 
Krips (1/51) LXT2536-8 
Fricsay (7/55) DGMLR184-5 


A modern school of simpluied criticism 
for those who are in a hurry teaches its 
practitioners to draw up lists of Assets and 
Defects in parallel columns. Whichever 
column has the highest total is “‘ it’; the 
other column is rejected in toto. Result is 
then declared in unequivocal black or white. 
Hence those head lines which are usually 
a wild distortion of the truth: ‘“‘ New show 
is stinkeroo ”’ or “‘ [t’s just perfect ”’. 

The older, more patient criticism which 
honestly tries to weigh virtue and failing 
side by side certainly gets bogged down in 
comparative reviews of three or even four 
versions of some large work like an opera. 
Too many factors—individual perform- 
ances, conductorship, erratic genius versus 
a steady “definitive”? reading, to say 
nothing of the engineering prohlems—tend 
to produce reviews which, to judge from 
some readers’ letters, are too intricate a 
summing up. 

What a pleasure then to be able to say 
in a single lapidary phrase, ‘‘ This is the 
Best ”’, 

The judgment, paradoxically, is the 
easier to make just because the previous sets 
were both excellent. But though I much 
admired the Wilma Linn (of that date), 
André Koreh’s snlendid low D and Emmy 
Loose’s gond stvle, there is no doubt that 
the recording of the 1951 issue on Decca 
now sounds its age—and the orchestra is 
much too far off. The Deutsche Grammo- 
phon version of 1955 (like this, a two-record 
job) is much better integrated, as A.R. 
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pointed out, and in some ways more 
stylishly sung and conducted, though again 
A.R. found himself questioning certain 
tempi. 

What, in a nutshell, is it that makes me 
feel Beecham to be superior, absolutely 
superior to cither of the distinguished con- 
ductors nained above and so to give these 
proceedings pre-eminence ? Well, 1 think 
it is just that: L never question any of his 
tempi. ‘They seem to me to be bang rght, 
instinctively, every time. “ This,” I feel, 
** is what Mozart meant.” And the certainty 
abides. ‘he music may in the other versions 
here and there sound more dapper, or 
whiplash exact, but here it never sounds 
anything but utterly natural and spon- 
taneous. It sings and in accompanying the 
singers the orchestra buoys them along 
instead of acting as a sort of ferocious pace- 
maker. 

lt is hard to put these things into words : 
**Gefiihl ist Alles,” as Goethe said. You 
know by the feeling when it’s right. But 
every choice from the tempo of the overture, 
the speed of the quartet, the lilt of ** Welche 
Wonne welche Lust ”, Belmonte’s romance, 
the introduction to ** Martern aller Arten ” 
and the vaudeville at the end, sound, to my 
ear, intrinsically, inherently perfect.. ‘here 
is something more truly rhythmic about 
Beecham’s handling of the score; and 
the lovely orchestral detail, like the 
singing, gives an effect of... what is the 
word ? “ Blossoming”’ might suggest it ; 
as the arabesques unfurl, one is reminded 
of those trick nature films which show a 
bloom unfolding. This is something so 
infinitely more beautiful than the smart, 
finicky, show-off bandmaster style of con- 
ducting Mozart (which I loathe) that I 
cannot refrain from growing lyrical about it. 

The speakers are excellent, so let me 
come to the singers. Frick’s bass is clean, 
strong and beautifully in focus. Fat enough ? 
Perhaps not quite. Simoneau is a stylist and 
sounds very well indeed. Gerhard Unger 
does not miss Pedrillo’s chance in the 
serenade (marvellously accompanied by the 
way). Ilse Hollweg whom we have heard 
as Constanze at Glyndebourne seems much 
better suited to Blonde, not once sounding 
thin or overtaxed and in a graceful and 
beautifully limpid ‘‘ Durch 7ZArtlichkeit ” 
sounding as greatly at an advantage as I 
ever remember to have heard her. Remains 
Lois Marshall. At one point in “ Martern 
aller Artern’’, it is true, she is caught 
without quite the support for the longest 
and most cruel span ; and there she sounds 
immature. But it is a lovely voice and under 
Beecham’s guidance she uses it with perfect 
taste, phrasing with great beauty and 
suggesting a serenity and natural goodness 
which goes a long way towards projecting the 
appeal of the character. But she is not 
German and though that does not matter 
inasmuch as the lady, is sunposed to be 
Spanish, it means that Miss Marshall is not 
too expert in getting the meaning behind 
the words across. But you may well agree 
that sounds as lovely as those she makes in 
* Traurigkeit ’? make un for a little blank- 
ness here and there. ** Martern aller arten”’, 
by the way, is moved into Act If1I—which 
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runs from Belmonte (as also in the other 
sets) singing *“* Wenn der Freude Thranen ” 
where you might expect “ Ich baue ganz...”’, 
then Pedrillo’s serenade, Osmin’s threaten- 
ing aria aid then, only then, Constanze’s 
bold front with words in effect saying, ** You 
cannot [righten me ”’. I find this rearrange- 
ment permissible and indeed dramatically 
an uuprovement, quite apart from sparing 
the suprano the ordeal of singing her two 
great numbers one on top of Vuther. 
But then, as you will see, | am dazzled 
by the performance beyond any carping! 
P.H.-W. 
VERDI. Un Ballo in Maschera: Over- 
ture; “Alla vita che varride” ; 
Invocazione—“ Re dell’ abisso” (Act 
1). Recit. “ Ecco Porrido campo ” ; 


Aria: “*‘ Ma dall’ arido”; Duet: 
*“"Leco io sto”; ‘Trio: ‘* Ahimé! 
s’appressa alcun!” (Act 2). Aria: 


** Morré, ma prima in grazia ”’ ; Recit. 
“Alzati!”; Aria: “ Eri tu”; Recit. 
“Forse la soglia attinse”?; Aria: 
“Ma se m’é forza perderti.”? Aria: 
* Saper vorreste ” (Act 3). Leonard 
Warren (baritone), Marian Anderson 
(contralto), Zinka Milanov (soprano), 
Roberta Peters (suprano), Jan 
Peerce (itcnor). Metropolitan Opera 
Orchestra conducted by Dimitri 
Mitropoulos. H.M.V. ALP1476 
(12 in., 41s. 8$¢.). 

A collection of the main solos, the love 
duet and one tfio (but not any other 
ensemble such as the barcarolle or the jolly 
quintet), all taken presumably from a 
complete Ballo which has not reached us in 
its entirety. I stress this because there are 
other complete Ballos available or on the 
way, and this run-through seems to me not 
very “‘interesting”’ except perhaps for 
Marian Anderson’s contribution in the 
Ulrica scene which is historically valuable 
because this Negro singer triumphed in it 
at the Met. where race prejudice had 
previously kept her from appearing. She 
sings slightly flat and is very much inferior 
to such Ulricas as Barbieri or Tassinari. 
But the souvenir is interesting. 

The tenor is the same as in the Toscanini’s 
complete set, not very endearing (much less 
so than Cetra’s Tagliavini in the penulti- 
mate band which is the reprise of the 
“‘La revidrai in ecstasi’”? tune for the 
Duke’s solo). But Peerce is a good musician 
and always “‘ there ”: which was invaluable 
with Toscanini’s ruthless and mercurial 
performance. Maestro Mitropoulos sounds 
tame in comparison ; the page’s song (last 
band), for instance, is quite dull, though 
Roberta Peters, in spite of one sharp note, 
sings it quite elegantly. 

The assets seem to me then clearly to lie 
first in the really lovely tone which Leonard 
Warren brings to his two solos: tone, rather 
than dramatic meaning—his “ Eri tu” 
might be a song of love rather than hatred ! 
But the quality in the cantabile passages is 
ravishing. Lastly, and perhaps most 
importantly, Mme Milanov is in excellent 
voice most of the time, and though she gets 
rather “ puffed’ in the more strenuous 
parts of the love duet, her singing is that of 
a diva of the great class, especially in the 
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phrasing of the gibbet aria and in “‘ Morro 
ma prima in grazia”’. This is in the direct 
line of Rethberg and Ponselle and need not 
fear the most stringent comparisons on most 
points. For sampling take the first band of 
side two which is the second half of the love 
duet—unfortunately split, and surely un- 
necessarily ? At the swelling phrase on the 
words “ Ma tu nobil.. . etc.” (** But, as 
you are a gent, you won’t take advantage”’, 
etc.), the fineness of focus and the perfect 
placing of the voice, its morbidezza and 
bloom, are sumptuous. 

All considered, there is more gold than 
dross here, and I recommend trying it. 

P.H.-W. 


SULLIVAN. The Gondoliers. 
The Duke of Plaza-Toro 
Geraint Evans (bar.) 
Luiz Alexander Young (ten.) 
Don Alhambra del Bolero 
Owen Brannigan (bass) 
Marco Palmieri 
Richard Lewis (ten.) 
Giuseppe Palmieri 
John Cameron (bar.) 
Antonio James Milligan (bass-bar.) 
Francesco Alexander Young (ten.) 
Giorgio James Milligan (bass-bar.) 
The Duchess of Plaza-Toro 
Monica Sinclair (contr.) 


Casilda Edna Graham (sop.) 
Gianetta Elsie Morison (sop.) 
Tessa Marjorie Thomas (contr.) 
Fiametta Stella Hitchens (sop.) 
Vittoria Lavinia Renton (sop.) 
Giulia Helen Watts (contr.) 


Inez Helen Watts (contr.) 
Glyndebourne Festival Chorus and 
The Pro Art Orchestra conducted 
by Sir Malcolm Sargent. Chorus 
Master: Peter Gellhorn. H.M.V. 
ALP1504-5 (two 12 in., 83s. 5d.). 
D’Oyly Carte Opera Co. (11/50) LK4015-6 

Here’s a how-d’ye-do! performance 
of a Savoy Opera not by the D’Oyly Carte 
Opera Company ? O look here, sir, I 
meantersay, what are things comin’ to ? 

We all thought it still was not possible 
because though Sullivan is out of copyright, 
Gilbert surely is still in it. However, it must 
be legal. Presumably, provided you only 
perform the music and only such words as 
are therewith inextricably linked, you can 
now go ahead, on payment of a royalty. 

Going on straight from one musical 
number to the next might be thought to 
take the character out of the piece; and 
yet I find to my surprise on replaying the 
authentic, holy D’Oyly Carte version on 
Decca, the same procedure is adopted there 
as well! 

Now it has often been hinted, not least 
by such papers as The Times, that a great 
day of reckoning was coming: the day 
when, freed from copyright, the operettas 
(which we all agree are English Offenbach 
and works of genius) would fall into the 
hands of master musicians who would re- 
present them refreshed almost out of 
recognition and make the “old hide 
bound Savoy tradition” look pale and 
sickly. I am, however, bound to say that 
my impression from the showing of these 
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new discs is that no such thing has happened 
—yet. Far from being put in the shade, the 
D’Oyly Carte account is still in some ways 
superior. Not, it is true, from a purely 
mechanical ‘point of view, though the 
excellence of the new recording, gua record- 
ing, does not by any means make the earlier 
set sound outmoded. Actually some of the 
playing in the orchestra is rather superior 
and the depth sounds richer and firmer at 
some points. But the regulars of the Savoy 
tradition are not put out of countenance all 
along the line by any means. In one very 
important matter the Savoyards score still ; 
I refer to the absolutely homogeneous accent 
and enunciation which they employ, to be 
tested on crucial phrases such as “ Saucy 
fellow.!”’ or the word ‘“‘ Society ”’, where 
the quality of the O’s, long or short, is 
unique: a rentier vowel sound, recalling 
the great days of Emperor’s Gate S.W. or 
Eastbourne during Cricket Week. The 
accent may madden you; but it is part 
and parcel of the idiom, to my ear at least ; 
and the very mixed accents, some of them 
faintly Welsh, others RADA or teen-age 
which faintly stir in the background of the 
new non-Savoyard version put me off. Nor 
do I find all the singing, as such, by any 
means always superior; for instance, to 
put it flatly, Edna Graham’s Casilda is 
simply not a patch on Savoyard Margaret 
Mitchell’s, and though I don’t imagine 
Martyn Green could sing Verdi’s Falstaff 
half as beautifully as Geraint Evans, his 
Duke of Plaza Toro is marvellously accom- 
plished, with every syllable in place, where 
the rising young Welsh baritone sounds, 
admittedly, fresh and interesting, but by 
no means always so surefooted. 


This present cast looks very good on 
paper. Artists such as Helen Watts in little 
roles: Marjorie Thomas, Elsie Morison 
(who sings delightfully), the two tenors 
with a really beautiful “‘ Pair of sparkling 
eyes” from Richard Lewis: all this is 
good. But sheer vocal prowess is only a 
part of it. The names of the present 
generation of Savoyards are not perhaps so 
well known. Their visits are wide-spaced : 
they sing Sullivan exclusively : and one does 
not hear them broadcast. But their talents 
are exactly suited to their needs and my 
verdict on re-hearing them is that even 
when their manner becomes stilted, they 
know very well what they are about. In 
short, the D’Oyly Carte Company seems to 
me to offer a slightly more idiomatic account 
of The Gondoliers. The competing new- 
comers, however, will find admirers for 
different reasons. It is rather like comparing 
an Opéra Comique Carmen with one made 
far from that theatre. Both versions will, on 
balance, give a lot of pleasure, to tradi- 
tionalists and new recruits too. P.H.-W. 





Publication of the Index to Volume 
XXXIV of THe GRAMOPHONE has 
been delayed. It is hoped that copies 
will be available for despatch later 
this month. 
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HISTORICAL RECORDS 


REISSUES. I Puritani: “A te o cara” 
(Bellini). La Favorita: “ Spirto 
gentil”’ (Donizetti). Sung by Ales. 
sandro Bonci (tenor). Marcella; 
‘““Q mia Marcella” (Giordano), 
Manru: “Come al sol cocente” 
(Paderewski). Sung by Giuseppe 
Anselmi (tenor). Belcantodisc EB] 
(8 in., 45 r.p.m., 16s. 6$d.). 

As copyright expires after fifty years, the 
field is open to any enterprising company 
to give us some wonderful records. Soon, 
indeed, the whole of Bauer will be open to 
reissue, and the only limitations will be 
finding originals in a good state, and the 
need for careful transcription. I want to 
give the warmest possible welcome to this 
first ‘* Belcantodisc ” reissue, the first of a 
mouth-watering series in which De Luca, 
De Lucia, Delmas, Escalais, Litvinne, Lilli 
Lehmann “‘and many others” are promised, 

This first disc holds four Fonotipia 
recordings (numbers in brackets below), 
Fonotipia was a company formed in Milan 
in 1904, the first to concern itself solely with 
serious music, and to recognise only the 
highest artistic standards. Covent Garden’s 


Harry Higgins, La Scala’s Duke Umberto 


Visconti, Tito Ricordi and Baron Frédéric 
d’Erlanger were on the board ; Giordano 
was artistic director ; and the recordings 
were marvellous, with a clarity and realism 
and presence which (so far as the voices 
are concerned) compare favourably with 
the best modern LPs. 


Both the Bonci items are of course very 
famous, and command high prices in 
dealers’ lists. His ‘*‘ A te o cara” (39084) 
is one of my very favourite records, while 
some esteem even more highly his ** Spirto 
gentil *” (39338) as an example of bel canto 
singing at its most exquisite, refined and 
thrilling. Both arias have been transcribed 
from very fine copies ; and it is probably 
only a sentimental attachment to my 
10#-inch original pressing that makes me 
detect perhaps a shade more depth and 
body in the glorious C sharp of the Bellini. 
So distortion-free are these Fonotipias that 
I play this old record without any top-cut ; 
and I find that the microgroove transcription 
sounds best when set to the same character- 
istics as I use for the original. (The Scala 
reissue of these arias has a touch of hardness 
about it.) *‘A te o cara ”’ contains a strange 
wrong-note stumble in a piano accompani- 
ment so simple that a child could play it 
with one finger. The pitch of both arias is 
correct. 

Anselmi was also a beautiful singer—not 
one, like Bonci, to hold one enchanted by 
the artistic spinning-out of a perfectly con- 
trolled stream of tone, but rather to delight 
with his freely produced lyric timbre that 
holds a note of heroic fire, but no thickness. 
His pitch is not always dead true, but his 
style is fascinating. By a strange coincidence, 
I had just been listening to the Eterna 
dubbing of the Marcella aria (originally 
62169) when this new record arrived for 
review ; it offers a better transcription than 
the Eterna. Giordano’s Marcella (1907) is 
a bitter-sweet, novelettish little piece, 
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Tannoy talking points... 





Transient Response 


Transient response is an indication of the 
ability of a pick-up, amplifier or loudspeaker 
to follow accurately extremely rapid changes 
of state. The loudspeaker must not reproduce 
self generated sounds after the electrical 
input has ceased. Amplifiers must not mutilate 
wave forms, and gramophone pick-ups must be 
capable of following record grooves without 
wear on the record. All of these devices must 
possess adequate damping of an electrical 
and/or mechanical nature and have a basic 
frequency response extending well outside the 
normal audio range. All resonances must be 
suppressed and it is not sufficient to place 
them outside the audio range in the hope of 
maintaining the extreme limits of frequency ff 
response. Details of this nature are the subject 

of constant research by Tannoy development 

engineers — Practitioners in Sound. 


The Tannoy Dual Concentric Loudspeaker is one 
result of patient work by Tannoy Research 
Engineers. Its level frequency response from 

20 — 20,000 c.p.s., excellent spacial distribution, 
and lower intermodulation products than many 
so-called high fidelity amplifiers, has earned : 
for it an outstanding reputation throughout 
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the World. Full technical details and suggestions 
for Enclosure designs may be obtained from 


‘TANNOY ’ 


aarene Guv R ae unt d 





PRODUCTS LIMITED 


Sound Practitioners 


WEST NORWOOD, LONDON, S.E.27 TEL: GIPSY HILL 1131 
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Se oe Ce : 7 4 iS 
ae STP al 
OVERALL DESIGN: ERIC TOMSON 
ACOUSTICS: STANLEY KELLY 
STYLING: PETER BELL 
Ribboxm Microphone 


Designed and Manufactured in England 
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@ True pressure gradient response The clean and attractive lines of the dual impedance Cadenza Micro- 
phone house an altogether new conception of ribbon and magnet 

° ate 1 GUPRERREAED eee ae arrangement, giving an output sensibly flat within close limits, 50- 
12000 c.p.s. The ribbon itself is four times the area usually employed, 

@ Microphone assembly fitted with anti- thus providing increased sensitivity. Because of its extreme thinness 
vibration mounting contained in double (about 1 micron, or -00006 of one inch!) dynamic 
windshizld. impedance is actually less. Clever acoustic design gives 
@ Available as head only, or with exceptional freedom from resonant peaks and troughs, par- 
attractive tripod base. ticularly the fundamental ribbon resonance, or “bass hump.” 


Microphone, tripod desk stand, I! ft. cable. 
Complete in presentation case 10 gns. 


Microphone head only, dual impedance. 
Complete with presentation case 8} gns. 





Post the coupon below for illustrated folder and details of range of alternative mountings and accessories. 
ome crane oe en ee 
Distributed by: 


SIMON SOUND SERVICE LTD., 46/50 GEORGE STREET, LONDON, W.I. 
Full details of Cadenza please 
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jj,Turning YY 


“Why ARep is best” series Nod 


THE accuracy of turned parts is of vital importance to the quality 
and reliability of gramophone reproducing equipment. One example is the 
turntable of the well known Garrard Model 301 Transcription Motor, which 
is an aluminium casting weighing 8 lbs. It is turned on a Capstan lathe as 
illustrated above, then tested to ensure that it is true and perfectly balanced. 


One more reason why Garrard units are the finest in the world. 


AUDIO 
PERFECTION 





THE GARRARD ENGINEERING AND MANUFACTURING CO. LTD. SWINDON - WILTS. 
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WHARFEDALE 
3-SPEAKER SYSTEM 


emcee 











HI-FI 
SPEAKERS 
G.E.C. 
GOODMAN 
TANNOY 
WHARFEDALE 
WB, etc., on 
demonstration. 





GOODMAN’S “ SHERWOOD ” 











UNIT 
CABINETS 

(20 x 14x 14}in.) 
ee £5/19/6 
£5/17/6 
Record £4/17/6 

(legs extra) 

also Gram Unit 

20} x 162 x 17in.) 
(Full height on legs 29in.) 

£9/9/- 











GARRARD 30! LENCO GL.56 





With No. 500 vari- 
able-reluctance cart- 
ridge and unique 
location device. 

[7/0 


Transcription unit 
£26/8/3 

















COLLARO 








Transcription 
Unit (PX) 
£19/10/- 

(less pick-up, £14/18/-) 





ALL COMPONENTS FOR 
Osram 912 plus. 
Mullard 3, 8, 10 and 20 watt 
and 
Williamson Amplifiers 
(S.A.E. for special lists) 


HIRE 
PURCHASE 
AVAILABLE 

OVER £10 











CHAPMAN S5E/FM-AM 





| 8 Valves. 
12.5-37 ; 35-100; 90-250; 190-550m. and F.M 
£34/2/6 


FM.85 AM/FM TUNER 
tm 

Medium, long and F.M, 
£25/4/- 


(Either of above with 
self-power 4 Gns. extra) 












CRYSTAL 


Response 50- 
15000 c/s within 
+ 5 dbs. 

Complete with 
stand £5/5/- 








The Latest ACOS 


Microphone 





COLLARO TAPE DECK Mk. Ill 
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reversal, safety record buttons. 3 speeds—4 heads. 


(Complete with pre-ampiifier and power pack 
£43/10/-) 


Precision rev. counter, a separate pause control, track 


The NEW “LEAK” 


TL/I2 “« PLUS” AMPLIFIER 






Power output : 14 watts R.M.S, Max. 
Total Harmonic Distortion : 0.1% at 12 watts output 
(+ 1 db) at 1,000 c/s. 

Frequency Response : 

+0.5 db. 20 c/s to 20 kc/s. 

Stability margins: Gain, 10 db. + 3 db. Phase, 
20° + 10°. PRICE £18/18/- 


« VARISLOPE Ili ” PRE-AMPLIFIER 


te ae pss 


Pick-up selector : Allows choice of any two pick-ups 
available in the world. 

input Selector : Six position switch for inputs from 
pick-ups, Tuner or Tape. 
Bass & Treble Controls : Contouny variable, 
Filter & Slope Controls. PRICE £15/15/- 


ACOUSTICAL | “Q@Q-MAX” CHASSIS 
Q@.U.A.D. CUTTERS 


The easiest and quickest way of 
cutting holes in SHEET METAL. 











Mk. i! Amplifier and 
Control Unit 15 watts 
20-20,000 c/s. 
Response 0.5 dbs. 
10-50,000 c/s. 

£42/-/- 





























F.M. Tuner £30/9/- 








FULL RANGE 
OF 


GILSON 


TRANSFORMERS, 
CHOKES, including 
WOI1059 for the NEW 
Mullard 8-watt amplifier. 























PARTRIDGE P5000 SERIES 
P.5202, 20 watt 95/- 
P.5352, 35 watt 115/- 
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23 HIGH 





HOLBORN, LONDON, W.C.I 


————, 














EXPORTS TO ALL PARTS OF THE WORLD 





The House for 


Quality Reudio b. Electronic Product 


Telephone: HOLborn 6231-2 (OPPOSITE CHANCERY LANE) 
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A microphone by 


Held in the hand, or rested in one 
of the two attractive stands. 
Also available with neat floor-stand clip. 





Model MIC 39-1 for high-quality recording, 
public address, entertainment 


COSMOCORD LTD. WALTHAM CROSS HERTS. TEL: WALTHAM CROSS §206 (London subscribers please dial WA4 5206) 
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OUTSTANDING ADDITIONS 






Ve, 


Introducing new 
contemporary cabinets 


Important additions to our well-known range of ready-to- 
assemble cabinets for High Fidelity reproduction are these three 
new cabinets in satin-finished striped sapele, to tone with 
contemporary furnishings. These cabinets are beautifully made 
and finished, and easily assembled in a few minutes, using a 
screwdriver only. Packed flat in cartons, complete with screws. 


**Prelude’’ Bass Reflex Con- 
sole Cabinet will provide out- 
standing reproduction when used in 
conjunction with Stentorian 10” or 12” 
units, provision also for Tweeter 
Unit. Size: 33” x 19” x 194". 

Price £11.11.0 


** Prelude’’ Bass Reflex Corner Console (not illustrated), a most attractive 
cabinet for corner use, sturdily constructed to take every advantage of Stentorian 
8” or 10” units. Size: 33” x 21” x 17”. Price £10.10.0 


**Prelude”’ Hi-Fi Console 
Cabinet designed to take any make 
of tape-deck or record player, ampli- 
fier, pre-amplifier control unit, and 
radio tuner. Size: 33” x 19” x 194”. 


Price £13.13.0 


The world-famous 
Stentorian High Fidelity 
Units, incorporating the 
patented cambric cone; 
universal impedance 
speech-coil on certain 
models. Twelve models, 
from 24’ to 15’, at prices 
from £1.9.6 to £24.10.0 


H.F.1012 


10” Die-cast unit, incorporat- 
ing 12,000 gauss magnet. 
Handling capacity, 10 watts. 
Universal impedance speech 
coil. Frequency response, 
30 c.p.s.-14,000 c.p.s. Bass 
resonance, 35 c.p.s. £4.19.9 





@ Ask your usual dealer to demon- 
strate, or see and hear the complete 
range at our London office, 109 Kings- 
way, W.C.2, any Saturday between 
9a.m. and 12 noon. Fully descriptive 
leaflets gladly sent on request. 


Stentorian Tweeter Units 
are acknowledged as mid- 
range and high frequency 
units of proved performance 
and outstanding value. Model 
T.10 for use with 10” or 12’ 
speakers, £4.4.0, and Model 
T.12 for speakers of 12” or 
larger diameters, £12.12.0. 


All prices in this advertisement are inclusive 
of Purchase Tax where applicable. - 


WHITELEY ELECTRICAL RADIO CO. LTD : 


TO A FAMOUS 


Senlorian 


RANGE 


SEE THEM AT THE RADIO SHOW 


STAND 65 


DEMONSTRATION ROOM 23 


H.F. 816 


8” P.M. Unit, 
16,000 gauss mag- 
net. Fitted with 
die-cast chassis 
and universal im- 
pedance speech 
coil providing 
instantaneous 
matching at 3, 7-5 
and ISohms. Hand- 
ling capacity 6 
watts. Frequency 
response 50-14,000 
c.p.s. Bass reson- 
ance 63 c.p.s. 
£6.17.0 


The WBI2 High Fidelity Amplifier was acclaimed 
by all the leading experts when it was first introduced. 
In its improved form, it is now available with a choice 
of control units, Standard for crystal pick-up, and 
Major for all types. Main Amplifier, £18.10.0. Stan- 
dard control unit, £9.0.0. Major control unit, £19.10.0 





Stentorian VHF/FM Tuner designed to provide 
perfect reception even in districts normally regarded 
as out of range of FM transmissions. Wide frequency 
range: 87.5-108 Mc/s. covers all proposed British 
stations, also many Continental and U.S.A. 

Price £25 
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described as a “ modern idyll”. His Royal 
Highness, enjoying himself incognito in Paris, 
pours out his love to Marcella (soon after- 
wards, royal duties will reclaim him). I 
hope that ** Belcantodisc ” will consider, in 
future, printing the words of the arias on 
the back of the envelopes: dates and details 
of the original recordings might also use- 
fully be given. For the convenience of 
readers who may not wish to go digging 
Marcella scores out of the library, I reproduce 
the words here : 


Negli altrui baci la menzogna suona 
Fd il mio cor la sprezza, 
Mentre l'anima tua sincera e buona 
Mi stringe e m’accarezza. 
E l'amor tuo come le nubi in cielo, 
Che dall’ azzura via 
Cingon la terra ¢ noi, come un velo 
Bianco di poesia. 

mia Marcella! Abbandonarti ? 
Non lo porrei, Marcella ! 
L’anima e il cor tho dato. 
Seppi da te 'amore che sia ; 
Diletta mia, per te vivrd ! 


I should know, but don’t, whether Anselmi 
was the creator of the role of Giorgio. 
Probably not, since Bauer does not, when 
listing the record, add his ‘*‘ CR”’ symbol. 
Anyhow, it must have been made soon after 
the opera’s premiére. In the score, the 
introduction is in B, the aria proper in C. 
Here it comes out over a quarter-tone flit. 
Paderewski’s once-successful opera, A fanru, 
to a German libretto, appeared in 1901. 
“As in the burning sun”? (62289)—in the 
original text, ‘‘ Wie im Sonnenscheine ”— 
is an enjoyable piece: not so much an aria 
as part of a reconciliation duet between the 
gipsy hero, Manru, and his wife, Ulana, 
at the end of Act 2; the key should be A 
major. Perfectionists will regret that both 
the Giordano and the Paderewski titles are 
misprinted ; and I[ think we must alse fault 
the company for the more serious crime of 
dubbing Anselmi a little below pitch. One 
cannot be too careful about this. A.P. 


ROSSINI. [11 Barbiere di Siviglia : 
““Una voce poco fa” from Act 1; 
“Contro un cor” from Act 2, with 
(2). La Cenerentola: “Signor, una 
parola”’ from Act 1, with (b) ; ‘‘Nac-ui 
all’ affanno ” from Act 2. L’Italiana 
in Algeri: “ Ai capricci della sorte ” 
from Act 1, with (c) ; ‘* Oh, che muso” 
from Act 2, with (6); “ Per lui che 
adoro” from Act 2, with (6), (c) and 
(dq); ‘‘ Amici in ogni evento” from 
Act 2. Conchita Supervia (mezzo- 
soprano), with (2) Giovanni Manur- 
itta (tenor), (6) Vincenzo Bettoni 
(bass), (c) Carlo Scattola (bass), 
(d) Nino Ederle (tenor), and orchestra 
conducted by A. Albergoni. Parlo- 
phone PMA1025 (12 in., 41s. 84d.). 


These are transfers to LP of long-famous 
Parlophone records of Conchita Supervia 
in her heyday. They are not, by any means, 
- vivid as the triumphant Carmen disc 

(PMA1024) which was recorded in happier 
circumstances than these witty and florid 
items from Cenerentola and L’ Italiana, made 
in a deadening studio in Madrid. So do 
not expect too much quality ; nor for that 
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matter any kind of academic perfection in 
the coloratura which had a fizzing, heady 
quality all its own (exactly like liquid being 
poured fast from a caraffe in the double 
octave runs of the Cenerentola Rondo!). Mme 
Supervia in person always made such feats 
seem entrancing because while performing 
them she was also using her huge and 
beautiful eyes as well as her vocal chords, 
thus expressing a double charm which, alas! 
a record can only reproduce in the singular. 
Considered coldly as vocal acrobatics, the 
style has much that is odd and unorthodox, 
a tangy, edgy tone, a very uneven scale and 
climax notes which—if I may reuse a 
phrase I adopted for her Carmen, “‘ rattle 
like dice in a shaker”. But the gusto, the 
sense of fun and something tremendously 
characteristic in the assumptions of the role 
come bounding over'in spite of all defects. 

Though the voice by modern recording 
standards is quite absurdly close to the 
microphone, there is a good deal of 
resonance and sheer sparkle in the Barber 
scenes and the first hint of really poor 
quality comes towards the end of the 
father-daughter duet in Cenerentola. The 
Rondo, however, comes over dazzlingly 
with only the very faintest surface hiss and 
all the delicious cajoling inflexions of the 
singing quite unimpaired. The gusto of the 
two duets from /taliana more than makes up 
—in my opinion—for the oldness of the 
recording, and even if under the beautiful 
singing of “‘ Per lui che adoro” and the 
pizzicato accompaniments one does hear a 
gritty surface, it is soon forgotten, like the 
poor balance in the great ** Amici in ogni 
evento ”’. 

Resumed, what I have to say about 
condition is simply that people who are 
interested enough in this strange and 
delightful artist’s personality are not going 
to be put off by any blemishes: in short, 
the transfer has been successful, and an old 
gem which was in danger of being washed 
down the drain is once more glittering on 
your outstretched palm. P.H.-W. 


FRP 1. Otello (Verdi): “ Era la notte”, Mattia 

Battistini. Robert te Diable (Meyerbeer) : 
Cavatina, Leon Fscalais. Traviata (Verdi): 
** Sempre libera”’, Lilli Lehmann. Tosca (Puccini): 
“ Recondita armonia”, Tito Schipa. Falstaff 
(Verdi): ‘‘ Quand’ ero paggio’’, Giuseppe DeLuca. 
Siberia (Giordano): “ Tincontrai per via, Amadeo 
Bassi. Rigoletto (Verdi): ‘ La donna e mobile”, 
John McCormack. Manon (Massenet) : “ Helas! 
l’oisean - fuit’’, Sigrid Arnoldkon. Lucrezia 
Borgia ( nizetti) : Brindisi, Clara Butt. Ballo 
in Maschera (Verdi): ‘‘ Saper vorreste”’, Selma 
Kurz. Otello (Vv erdi): “* Esultate"’; ‘‘ Ora e per 
sempre addio”’, John O'Sullivan. Gianni 
Schicchi (Puccini) : “O mio babbino caro”, 
Claudia Muzic. 


FRP 2. La Favorite (Donizetti): ‘* Leonore viens”, 
Maurice Renau d. La Boheme (Puccini): ‘* Che 
gelida manina "*, Giovanni Martinelli. Trovatore 


(Verdi): “ Tacea la notte’, Rosa Ponselle. Der 
Freischutz (Weber): “ Viva Bacco” , Adamo 
Didur. Carmen (Bizet): Toreador Song, 
Giuseppe Campanari. Faust (Gounod): “ Salut 
demeure”’ (in German), Leo Slezak. Les 
Huguenots (Meryerbeer) : “Piff paff”, Jose 
Mardones. Hunvadi Laszlo (Erkel): ‘“‘ Ah 
rebeges ”, Lillian Nordica. 

FRP 3. Trovatore (Verdi): “ Di quella a. 
Aureliano Pertile. Walkure (Wagner) : o- -jo- 


to-ho’’, Olive Fremstad. Philemon et Boosie 

Gounod) : Vulcan’s song, Hippolyte Belhomme. 

rmen (Bizet): Card song, Clotilde Bressler- 
Gianoli. Don Giovanni (Mozart): “ Fin ch’ han 
dal vino”, Antonio Scotti. Les Huguenots 
(Meverbeer): ‘‘ Nobil dama”, Mario Ancona. 
Sonnambula (Bellini): ‘‘ Ah non giunge ”, Luisa 
Tetrazzini. La Favorita (Donizetti): “ A tanto 
amor’’, Mario Sammarco. Les Huguenots 
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(Meyerbeer) : ‘‘ Qui sotto il ciel”, Enrico ° 
Les Huguenots (Meverbeer) : * Piff paff*’, Pol 
Plancon. Vespri Siciliani (Verdi): Bolero, Rosa 
Raisa. Trovatore (Verdi): “ ll balen ’, Riccardo 
Stracciari. 


FRP 4. Falstaff (Verdi): ‘‘ Quand’ ero paggio ’’, Victor 
Maurel. L’Amico Fritz (Mascagni): ‘* O amore”, 
Fernando de Lucia. Sapho (Massenet): “* Depuis 
un an je fus ta femme ”’, Emma Calve. La Boheme 
(Puccini): “Si, mi "chiamano Mimi” , Cesira 
Ferrani. Le Roi ‘de Lahore (Massenet): “‘ Promesse 
de mon avenir”, Jean Lassalle. Pelleas et 
Melisande (Debussy): ‘“‘ Mes longs cheveux’ 
Mary Garden (acc. by Debussy). Figlia di Jorio 
(Franchetti): ‘* Rinverdisca per noi”, Gi ovanni 
Zenatello. Zaza (Leoncavallo): “ Buona Zaza”’, 
Mario Sammarco. Gianni Schicchi (Puccini) : 
**O mio babbino caro "’, Florience Easton. Sigurd 
(Reyer); “Et toi, ! reia” Maurice Renaud. Monna 
Vanna (Fevrier): “Elle est a moi”, Lucien 
Muratore. Cavalleria Rusticana (Mascagni): 
** Voi lo sapete *, Gemma Bellincioni. 


FRP 5. Per la patria (Coochi): “ Bella Italia", Mattia 
Battistini. Ariadne auf Naxos (Strauss) : a 
gibt ein Reich”, Maria Jeritza. Pagliacci 
(l.eoncavallo): “QO Colou:bina”’, Francesco Daddi. 
Siberia (Giordano): ‘“ Non odi ta i) martir” 
Rosina Storchio. Siberia (Giordano): ‘“ Cani 
avari’’, Giuseppe de Luca. Nerone (Boito) : 
** V"amai dal di che il cuor ", Carlo Galeffi. Manon 
Lescaut (Puccini): “ In ‘quelle trine morbide " 
Cesira Ferrani. Werther (Massenet): “ Pourquoi 
me reveiller’’, Ernest van Dyck. Fedora 
(Giordano): “O grandi occh lucenti’’, Gemma 
Bellincioni. Adriana Lecouvreur (Cilea): ‘* No, 
piu nobile”, Enrico Caruso (acc. by Cilea). 
Otello (Verdi): “ Era la notte”, Victor Maurel. 
These five 10-inch records, ‘* Famous 
Records of the Past’, are issued by Mr. 
Jj. L. Caidin of 2060 First Avenue, New 
York, whose “ Collectors Record Society ” 
78 r.p.m. vocal reissues will be remembered; 
they are available from Collectors Records, 
90 Lower Rathmines Road, Dublin.* Anyone 
with some knowledge of past singers and 
their recordings will feel the attraction of 
these sometimes oddly assorted miscellanies. 
Unfortunately, the standard of re-recording 
is variable, and mzinly low. As a rule, the 
original copies seem to have been in good 
condition; but various devices have 
evidently been used to “‘ enhance” their 
tonal qualities, so crudely that when one 
happens to own a good original oneself one 
is likely to be shocked by the quality of 
sound produced. Moreover, no effort has 
been made to pitch the items accurately ; 
the speeds are so wild that the records are 
almost useless to anyone whose turntable is 
not capable of considerable adjustment. 
When all this and more has been said, 
however, there remain many items in these 
records of great rarity and absorbing 
interest ; and it fortunately happens that 
the most interesting items have tended to 
come through most successfully. The out- 
standing performer in FRPI1 is Léon 
Escalais (1858-1941), a trumpet-toned 
French tenor with wonderfully brilliant high 
notes and a fearless technique, including a 
solid trill. The Clara Butt Brindisi is 
amazing: immense voice, flawless tech- 
nique, and not a vestige of gaiety! In 
FRP2 the superb Nordica aria (by far her 
finest record) comes through pretty well, and 
we can hear that Didur was a first-rate 
bass ; but Campanari’s Toreador Song is 
dreadfully mauled by the reproductive 
process. The Martinelli (I am not sure of 
its origin) has a splendid youthful ring and 
a fine high C; but the reproduction is 
rough. FRP3 has four outstanding features : 
the Gounod aria sung by Hippolyte 
Belhomme (1855-1922), an artist unknown 
outside France, who here reveals a tone and 





* Price 40s. each 
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technique (including a trill) remarkably 
like Plancgon’s ; the Carmen aria by Bressler- 
Gianoli which explains the fact that during 
her brief career she was a serious rival to 
Calvé ; the Tetrazzini Zonophone, which 
has (in the second verse) one superlatively 
dazzling passage such as she, could hardly 
achieve on her later H.M.V.’s and Victors ; 
and the Rosa Raisa Vespri Siciliani, a 
stunning example of high-speed florid 
Singing (pitched far too high) by the 
soprano who was eventually to create the 
role of Turandot. FRP3 would certainly be 


my first choice of the five records. 


FRP4 and 5 are described as ** Creators’ 
Records ”, and each item on them is sung 
by the artist who first appeared in the role. 
In spite of this attraction, however, the 
quality of the reproduction is such as 
seriously to diminish their value. The 
Maurels, especially the Falstaff, are very 
poorly transferred ; so is the Bellincioni 
Cavalleria, taken (I feel sure), not from her 
good G. & T., but from her “ screamy ” 
Pathé recording. One can perceive that 
Jean Lassalle was a superb artist in the 
smoothest French tradition. Cesira Ferrani 
(1862-1943) was the first Manon and Mimi 
in Puccini’s operas, and there is great 
fascination in hearing how she sang these 
arias; underneath considerable din we 
hear a nice, clear, unaffected performance, 
with a good deal of individuality and some 
vocal uncertainty in the region of the high 
B flat of “‘ In quelle trine morbide”’. But 
the surfaces of these, and of many other 
records, including the Van Dyck Werther, 
are far heavier than they need be. 

Three further issues, FRP6, 7 and 8, have 
recently been announced. These are 12-inch 
discs, each containing 13 or 14 items, again 
grouped according to no particular system. 

Available also from Collectors Records 
are two new LP reissues published by Mr. 
Seltsam’s International Record Collectors’ 
Club, and in every respect the opposite of 
Mr. Caidin’s products, being presented in a 
scholarly way with careful attention to 
pitch, and with surface-noise minimised 
without apparent loss of tonal quality. 


The first is a 10-inch disc, IRCC L7010, 
which commemorates the fiftieth anniversary 
of Geraldine Farrar’s Metropolitan Opera 
début on November 26th, 1906. It opens 
with a brief passage from Longfellow, 
spoken specially for this edition by Mme 
Farrar, and recorded a few months ago in 
her home in Connecticut. There follow 
eight selections from her Berlin recordings 
of 1905 and 1906, of which the least 
valuable are the three duets (from Faust, 
Rigoletto and Tannhduser) with the second- 
rate German tenor, Karl Jérn, and the most 
attractive the “ Aragonaise ’”’ from Auber’s 
Domino Noir, which reveals all the charm 
and sparkle of her youthful style. The 
remaining selections are an aria from 
Leoncavallo’s “‘command” opera, Der 
Roland von Berlin (rare and well sung, but 
dull music), “‘ L’altra notte” from Mefis- 
tofele, ‘Sempre libera”’ from La Traviata, 
and the Jewel Song from Faust. The latter 
is not only German in language, but some- 
what provincial in style; the rest are 


excellent. (IRCC L7010—45s. 0d.). 
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The second is a 12-inch “ second help- 
ing” of dubbings from the Mapleson 
cylinders (IRCC 7004—55s.). I wrote 
about these noisy but romantic survivals in 
THE GRAMOPHONE for September, 1955, 
and have also reviewed the new record in 
some detail in the January, 1957, issue of 
High Fidelity. Its main features are a series 
of four extracts from Tosca with Eames, De 
Marchi and Scotti, half of a brilliant Queen 
of the Night aria by Sembrich, and several 
snatches of Jean de Reszke, of which the 
almost complete “O Paradis” from 


L’ Africaine is the most satisfactory. Maple- 
son addicts will know what they have to 
put up with; others are warned that, in 
the delightful words of Mr. Seltsam printed 
on the cover, “‘ This is NOT a High 
Fidelity Record ”. No indeed. D.S.-T. 


POETRY AND DICTION 


SHAKESPEARE. Hamlet. 

Hamlet Sir John Gielgud 
Ghost Leon Quartermaine 
King Paul Rogers 
Queen Coral Browne 
Ophelia Yvonne Mitchell 
Polonius Alan Webb 
Laertes Peter Coke 
Horatio Jack Gwillim 
Grave digger Dudley Jones 
Ist Player Richard Wordsworth 
Narrator John Rye 
With other members of The Old Vic 
Company. Production by John 
Richmond and Sir John Gielgud. 
H.M.V. ALP1482-4 (three 12 in., 
125s. 14d.). 


Hamlet, by ear alone, is only half or 
perhaps only two-thirds Hamlet. It is true 
that one hears it as never before—with all 
its significance and lizhtest meaning coming 
through unimpeded, especially in Gielgud’s 
soliloquies—* How all occasions . . .”’ is 
superlative. But some of the sheer excite- 
ment of the most exciting play ever written 
evaporates when you do not actually see 
it staged, no matter how well you can 
set the scene yourself in your mind’s eye. 
(By the way, there is a narrator here, but 
the most discreet imaginable.) The Play 
scene, the re-entry of the ghost, the grapple 
in the grave, the duel . . . well, not quite 
“a blank my lord”, but not quite the 
same thing as a live performance. And yet 
when all is said, how rivetting it can be. I 
was intensely moved by the end and in the 
deepest admiration for so much by the way. 
The sense of listening to records of course 
drops away completely for anyone used to 
listening to good radio drama (and this, I 
think, must be in some way a B.B.C. inspired 
job). I heard what I thought was tape hum 
in “‘ To be or not to be ” and in the Closet 
scene, but otherwise the recording is pretty 
faultless. 


Gielgud, in this greatest of all  actor’s 
roles, is incomparably greater, miles ahead 
of and above any other actor of the English 
speaking world. Which is why some people 
insist that he is “‘ our greatest actor ”’ (not 
necessarily the same thing, perhaps ?). 
But for Hamlet, though I will allow the 
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claims of Guinness, Redgrave and even Sir 
Laurence Olivier (wonderful in some 
Shakespeare parts, it is true), Gielgud alone 
now seems to have all the qualities in com- 
bination. The intelligence, the breeding, 
the nervous tension as of a wonderful 
Amato violin and, above all, an under- 
standing of the part, the words and their 
meanings, which is no passive thing, but an 
active and driving force. Sometimes you 
would say you were hearing the most 
hackneyed, as also the most recondite lines 
with a new and piercing awareness. With 
that goes the most beautiful “musical ” 
delivery—which, however, never becomes 
consciously “ beautiful”, as though the 
speaker were relishing his own song in 
Shakespeare’s sounds. There is not a 
suspicion of “ham” anywhere, and yet 
the tone is never flatly conversational. 
What it sounds is perfectly natural ; some- 
times I even wanted him to give it all a 
little more morbidezza, but found on a second 
hearing that the tone, its exact degree of 
dryness, its exact avoidance of the Thespian 
tremolo, were instinctively truer than my 
judgment had at first led me to suppose. (I 
cannot go into all the instances or the 
review would run to ten pages, but try 
“* We defy augury .. .” on side 6, or “ like 
Niobe, all tears ’’ on side 1.) This is a very 
wonderful performance of the name part 
and it greatly honours the theatre. 


The other members of the cast are well 
selected in most instances: Paul Rogers is 
very good as Claudius, Alan Webb blessedly 
a Polonius who doesn’t overdo it, Yvonne 
Mitchell not perhaps quite right as Ophelia, 
but not bad as they go, touching and 
sincere, if not to my ear quite ideal in pitch 
or intonation now and then; and Coral 
Browne does not suggest the mother of this 
Hamlet at least. As Horatio, Jack Gwillim 
is sympathetic. P.H.-W. 


CLASSICAL REISSUES 


LIPATTI RECITAL. Jesu joy of man’s 
desiring from Cantata No. 14/7 
(Bach-Hess). Siciliana from Sonata 
No. 2 in E flat (Bach-Kempff). 
Chorale Preludes : “‘ Nun komm’, 
der Heiden Heiland ” ; ‘ Ich ruf’ zu 
dir, Herr Jesu Christ ’’ (Bach-Busoni). 
Sonata in E major, L.23; Sonata 
in D minor, L.413 (Scarlatti). Bar- 
carolle in F sharp minor, Op. 60 
(Chopin). Alborada del gracioso 
from “ Miroirs”’ (Ravel). Dinu 
Lipatti (piano). Columbia 33CX1386 
(12 in., 41s. 84d.). 

Many of us have been eagerly awaiting 
the issue of this disc which, with what has 
previously been reissued on LP, gives us 
almost all of the precious heritage left by 
Dinu Lipatti. 

The piano tone is occasionally shallow in 
his wonderful playing of the Barcarolle and 
once or twice elsewhere, but this is a matter 
of small moment. One marvels again at this 
truly lyrical interpretation of the Barcarolle, 
especially at the beautiful lead into, and 
treatment of, the middle section with the 
bravura passages so delicately played before 





